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The proper study of Apes is Apes/' 
Lukas Kendall and Jeff Bond 


No More Clowning Around 


I rarely read soundtrack reviews on the Internet or in other publica¬ 
tions anymore. They re just not that interesting. I'll skim them, read 
anything about an album l worked on, and occasionally seek oiu 

opinions on music ---- 

l recently heard or ||5|H 

wrote about. But 

usually they stink ; jBKVa 

Its not that the 
people writing 
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fuse watered-down ■*—", 
orchestral scores with great 
ones, play favorites of second- 

string hack composers who happen to score a genre movie (and who 
may have interesting music in them, just not here), scoff at idioms out¬ 
side their own (i.e, anything pop or "dated"), and make bold, ridiculous 
pronouncements (“Look out John Williams, here comes Robert Folk’ ). 
Heaven help ns if a composer writes a letter to a fan/reviewer, the surest 
path to a glowing five-star review in general, forget about anyone hav¬ 
ing any musical knowledge (which isnt necessary, but helps), an inter¬ 
est in cinema, or an ability to make the slightest of aesthetic judgments 
When left to their own devices, Ians are boih overly forgiving of music, 
and intensely cruel towards composers. 

1 know a lot of people read reviews as consumer reports, to decide 
which albums to buy Thais cook and part of the gig. But a lot of people 
who have 2000 CDs in their collection (a good percentage thereof in the 
shrink wrap) pro!ess to want film music to be taken seriously For that 
to happen, the quality of writing about it has to get a lot better, lTie usual 
'‘criticisms or criticism" arc mi those 1 share: that those who cannot do, 
review, and that we should he lenient towards composers because other 
people arc ruining their efforts I sure cant write movie music, but after 
dozens of issues of FSM Fvc gotten pretty experienced at observing how 
it works. And there should be, always, implicitly, a clear distinction 
between judging the artistic merits of an end prtxlucl and assigning 
blame or credit to the intentions behind it. 


I t is certainly the smallest of mud puddles in the world to be writing 
film-score reviews, I don’t take it as seriously as it may seem here, 
but as long as Fm going to do it, I d like it to Ire interesting and per¬ 
ceptive, I'm grateful to people over the years who have come up with 
new ways of evaluating film music, such as Royal Broun and Richard 
Kraft—the latter without even writing anything. Just in this issue. Tm 
proud to present more work by two writers who consistently impress 
and inform me, Jeff Bond and John Bender. 

You may despise everything we w rite, but at least we have ideas H 
would Ire nice if others writing out there could say the same. My advice 
is, trust your reactions and feel free to disagree with conventional wis¬ 
dom—don't equivocate. At the same time, learn something about film, 
music, and film music. Pul those two together and say something 
halfway intelligent. I’ll be the first to read it. 

-Lukas Kendall 


Film Score 

MONTHLY 

VOL. 2, NO. 3 • MAY 1997 

DEPARTMENTS 

4 News & Information 

7 Reader Ads 

9 Mail Bag: Letters from Readers 


FEATURES 

14 Recording Mifeids Rowset 

An interview with producer Michael Fine, 
recently of Koch International. 

1 7 Rfesa Nov 

Ton}- Thomas on Rbzsas film noil period. 

19 Orchestrating Past and Present: Patrick Russ 

Bill Whitaker talks to the prominent orchestrator 
of both the classics and modern-day scores. 

REVIEWS 

21 SCORE; Sou ndtrack CD Reviews 

From Rosewood to Mondo Mornco/ic. 

27 Ten Dm mbs-lip New Albums 

by Lukas Kendall. 

31 Jeff Bond Succumbs to Lucasfihn’s 

Marketing Gimmick 

And reviews a ton of other new stuff, too. 


SUBSCRIPTIONS U.S. $14.9S for 6 months, S29.9S for a year; pay by deck or money order. 
Conodo/Hexko SIS for 6 months, S35 for a yew; pay by U.S, finds hank or postal order, or U.S. cosh (securely 
wrapped). Rest of World $20 for 6 monlk, $40 for a year; pay by irlematianal U.S funds money/postal ardor, 
drawn on a U.S. bonk, or U.S. cosh (securely wrapped). Visa/AtaiCard accepted for interratonof {rwrHJ.S.) sub¬ 
scribers cnly—these are processed through Screen Archives Eniria nnenr, seid your card I, name on cord, aid expT 
rata dote. Checks payable to Film Score Monthly, 5967 (fiuki Vblc Way il t Los Angeles CA 90063, USA. 

FILM SCORE MONTHLY (ISSN 1077-4289} is published monlhly for $29.95 per year by Lukas Well, 
5967 Cliuto Vesta Way 77 r Los Angeles (A 90068. Application to mail at periodicals postage rate is pending ot 1« 
Angeles, CJ*. POSTMASTER: Send address changes 'o FILM SCORE MONTHLY, 5967 Cluio Vrsto Woy 
fl t Los Angeles Q 90068. 


VoL 2, No. J * May 199 7 


Film Score Monthly 


3 



News & Information 

New Books 

Lone Eagle will have the Fourth 
Edition of their Film Composers Guide 
out next month; call 1-8QQ-F1LM- 
BKS lo order 

Mike Murray's Disney book. Die 
Golden Age of Waff Disney Records 
1933-1988, is due from Antique 
Trader Books in May It features a 
comprehensive Disney discogra¬ 
phy/price guide of LPs, EPs, 43s and 
78s—over 3300 recordings in all 
with 250 illustrations. The price is 
$19.95 plus $2.30 shipping in the 
US.; call 1-800-334-7165 to order, 
or write PO Box 1050, Dubuque 1A 
52004-1050. 

Didier Deutsch is editing a sound¬ 
track buyers guide for Video Hound, 
Publication is tentatively set for 
October or November, Over 2000 
CDs will be reviewed. 

Jerry Osbornes long-awaited sec¬ 
ond edition of The OJjfidaJ Price Guide 
to Movie/TV Soundtracks and Original 
Catf Albums will be out in May. 

Media Watch 

The new issue of Cineaste maga¬ 
zine (VoL XXII, No. 4) has an article 


by Robert Hershon, "Film Com¬ 
posers in the Sonic Wars." Gold¬ 
smith, Horner, Goldenthal and Back- 
lamemi are among the interviewees. 

The April 1997 issue of Guitar 
Pfavcr was a film music issue, with 
spotlights on John Barry Ennto 
Mom cone and Ry Cooden and many 
guitar chans for film themes. 

The Reinveruion of MiklGs Rozsa' 
is a lengthy article by Steve Vcnlieb 
which recently ran in the Baltimore 
magazine. Midnight Marquee (#52), 
an overview of the composers career. 

The March 1997 issue of Current 
Biography (Volume 38, Number 3) 
features an entry on James Homer 
5.HR. is a new T newsletter-styled 
soundtrack [periodical of soundtrack 
reviews. Write for a copy to PL. 
Merritt, 271 Brookview Dr, Rochesier 
NY 14617-4917, 

The 4/12 edition of Entertainment 
This Week had a nice segment on the 
new 5unpsans album, Songs in the Key 
of Springfield, Interviewing actress 
Yeardley Smith (Lisa Simpson) and 
composer Alf Clausen, 

Himer Bernstein was a guesL on 
NPR on April 4, his 75lh birthday. 
He mentioned Herrmann and the 
current slate of film music „ among 
Other topics. 

Readers in Southern 
Illinois, Missouri and 
Indiana: listen for an 
imminent NPR series 
on "Jazz Sound tracks" 
hosted by Brian Jones, 
including an interview 
with Terence BlanchareL 

Award 

The English Patient 
(Gabriel Yared) picked 
up this year's Best Score 
BAFTA (English Acade¬ 
my) award. 

Obituary 

Japanese composer 
Toshiro Mayuzumi died 
April 9 of liver cancer. 
Mayuzumi, a pupil of 
Akira lEukube, was best 
known for his score to 
John Huston's 1966 The 
Bible, as well as a long- 
running, weekly pro¬ 
gram he hosted on 
Japanese TV titled The 
Concert Without Title 
(Daimd no m\ 
OngafeuM). This was 


mostly about concert music, but did 
feature Masaru Saloh as a guest in 
recent years. Mayuzumi scored 
around a dozen films overall, includ¬ 
ing The Oucified Woman (1954), 
When a Woman Ascends the 5tains 
(1960) and Tokyo Olympiad (1965). 
He was the main composer for 
Japanese director Shdiei lmamura. 

Corrections 

Last issue in out readers poll, The 
English Patient was mistakenly credit¬ 
ed to Zbigniew Preisner instead of 
Gabriel Yared, They're both cool 
names, though. * Readers of both 
F5M and the British magazine Music 
/rum the Movies might have noticed 
that wc used the same Darth Vader 
photo on the covers of our respective 
St a?' Wa rs issues As some vvise souls 
speculated, this was a complete coin¬ 
cidence. (How else could something 
so stupid happen?) 

Conferences 

The Tenth International Congress 
on Women in Music will take place 
May 29-June 1 at California Institute 
of the Alls, Shirley Walker, Richard 
Bell is and the SPFM’s Jeannic Pool 
are scheduled to be among the 
moke-music speakers. Contact the 
Congress viajeannie Pool at PO Box 
8192, U Crescent# CA 91224-0192; 
fax:818-248-8681. 

The European Biennial Tor Film 
Music 1997 will take place June 7-10 
in Bonn, Germany, featuring award 
presentations, panels, workshops 
and much more. Web users, go to 
hitp://www.kah-bonn.de, or write 
Kunst- und Austellungshalle tier 
Bundesrepublik Deutschland, 
Friedrich Ebert-Allee 4 S D-53113 
Bonn; phone; (+49) 228-917-1200 

Record producer David Schecter 
hosted a gathering of Monstrous 
Movie Music fans at Borders Books 
in Los Angeles on April 9th, He 
talked about classic ’50s monster 
movie scores; composer living Gertz f 
reconstructionisis Kathleen Mayne 
and John Morgan, and conductors 
Masaloshi Mitsumolo and Bill 
Stromberg were among the guests. 

Recent/Upcoming Releases 

RCA Spain has issued the first CD 
of M Squad, the 3 959 re-recorded 
orchestra/]azz television soundtrack, 
including three tracks by John 
Williams—but they don’t sound like 
him t you’ve been warned. Further¬ 


more, the Tn Living Stereo 11 record¬ 
ing is now in living mono. 

The Big Picture is the newest Erich 
Kunzcl/Cincinnui] Pops compilation, 
released in April by Tolarc 
The French label Play Time is issu¬ 
ing the Ennio Morricone score to Ec 
Gissc (Tire Burglars) with extra 
music, limited to 2000 copies, * Kiss 
Kiss Bang Bang (Luis Bacalov) is 
imminent from SLC in Japan 
The New- York-based Pendulum 
Entertainment Group will indeed be 
reissuing on CD Coeoon (James 
Homer) in June, as well as Mahogany 
(Diana Ross). Lilies of (he Field 
(Goldsmith), looking for Mr. Goadbar 
and Dune (Toto) are oul now. 

Retrograde (FSMfe label) is still on 
track for a summer release of 
Deadfall (1968, John Barry), never 
before available on CD, 
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CURRENT FILMS, 
COMPOSERS l ALBUMS 


Film Title 

Composer 

Record Label 

Anaconda 

Randy Edelmcn 

Edel America 

AnnEt Karenina 

cond, Sir Georg Solti 

Atlantic Classics 

Gash 

Howard Shore 

Milan 

Dos Boot: Director's Cut 

Klaus Dokfinger 

Atlantic 

The Devil's Own 

James Homer 

Beyond 

Donnie Brusca 

Potrkk Doyle 

Hollywood (1 cut) 

Double Team 

Gory flittng 


3 Heads in a Duffel Bag 

Andrew Gross 

Varese Sarabande 

The English Patieml 

Gabriel Yared 

Fantasy 

Grasse Point® Blank 

Joe Slrummer 

London 

Inventing the Abbots 

Michael Komen 

Unforsicnc 

Kama Sutra 

Mychael Donna 

IYI 

Kissed 

Don MacDonald 


Kolya 

Ondrej Scukup 

Philips Classics 

Liar Uar 

John Dabney 

MCA 

Lost Highway 

Angelo Badalomenli Hoiking 

McHole's Navy 

Dennis McCorlhy 


Murder <rt 1600 

Christopher Young 


Paradise Road 

Ross Edwards 

Sony Gossical 

The Saint 

Graeme Revell 

Virgin 

Scream 

Marco Beltrami 

TVTCl cm score) 

Selena 

Dove Grvsin 

EMI 

Shine 

David Hirschfolder 

Philips 

Sling Glade 

Daniel Lanois 

island 

That Old Feeling 

Patrick Williams 

MCA 

Traveller 

Andy Raley 

Entertainment 

When We Were Kings 

various 

DAS 
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Varese Sarabande to Release Fox Classic Series 


Record Label Round-lip 

DRG 

Due June: 1) The Frtrtfo 
Monkxme .Singfes CcHecfion, 3 970- 
1981 (2CD set). 2) A Luciano 
Vii’come Double Tea tit re (one CD). 

Fifth Continent 

Due late 1997 is an expanded 
Best Yean of Our Lives (Hugo 
Fried ho fer), remastered in DTS 
5A Digital Surround. The Night 
Digger (Herrmann) will also be re- 
released in this format 

GNP/Crescendo 

Out this summer is a Godzilla 
compilation (original tracks). Due 
mid to late summer is Greatest Sci- 
Fi Hits Vb/ufut’ 4 (Neil Norman). 

Hollywood 

Austin Powers (George Clinton) 
should be out. Con-Air (Mark 
Mancina) and Gone Fishin' will be 
released this summer. 

Intrado 

May 20: True Women (Bruce 
Broughton). July 15: A Patch of Blue 
(Jerry Goldsmith, 1965). Intrada is a 
label and mail order outlet, write for 
free catalog; 1488 Vallejo St, San 


20th Century Fox's 
fongdelayed "Classic 
Series" of original film soundtracks 
will shortly be revived on Varese 
Sarabande, Varese has contracted 
with Fox to release cr total of 16 
albums over the next three years. The 
first CDs will be out in August, and will 
be, pending current negotiations, 
Jerry Goldsmith's Planet of the Ape s 
[complete score for the first time, 
remixed from the original multitrack 
elements) coupled with a suite from 
the composer's 1 97 1 Escape from the 
Planet of the Apes (in stereo); and 
Bernard Herrmann's 1 959 Journey to 
the Center of the Earth (66 min ). 

Released in September will be The 
Mephisto Waltz/The Other (Gold¬ 
smith, 1971/1972) and The Ghost 
and Mrs. Muir (Herrmann, 1947). 
Late 1997 or early 1998 will mast 
likely see the release of David Raksink 
forever Amber (1947). All of these 
initial five albums will be in stereo. 

Other titles remain undetermined at 
this point, but readers can assume that 


Francisco CA 94109; 415-776-1333. 

JOS 

John Scoll will release his scores 
for 20,000 Lxcigua Under die Sect (TV) 


material originally announced for the 
series in 1994 will eventually be 
released. There will be several movie- 
mussed albums os well as film-score 
albums. All CDs will be produced by 
Nick Redman, who has been with the 
series since its inception; coordinating 
the discs far Varese Sarabande will be 
Bruce KimmeL 

Two titles announced at ore time 
which unfortunately will not be 
released are Predator (Alan Silvestri) 
and Die Hard [Michael Kamen). To 
facilitate albums of these union- 
recorded scores, Fox has entered into 
a special arrangement with the 
American Federation of Musicians, to 
reduce the large re-use payments 
required to release the music. 
However, the deal only covers scores 
recorded before 25 years ago. Fair 
game for 1997 release, therefore, is 
any score recorded in 1972 or 
before; in 1998, 1973 scores will be¬ 
come available as well, and so on. 


and The Mill on the Floss (BBC IV) on 
JOS, his personal label 

Koch 

Due later this year are an Erich 


The Fox Glossic Series was begun 
in 1993, overseen by Redman. Six 
titles were released that November on 
Arista, distributed through BMG: 
Laura/Jane Eyre [Raks in /Herrmann), 
Stormy Weather [musical], how 
Green Was My Valley (Alfred 
Newman), Star! (musical), The Day 
the Eorth Stood Still (Herrmann) and 
The Rohe (Newman). These titles are 
still in print on Arista and will remain 
so until at least 1999; the same holds 
true for the 4CD 5tar Wars Trilogy box 
set, also released by Arista in 
November 1 993 

Sales were respectable for the first 
batch of Classic Series titles, and a 
second set of albums was prepared by 
Redman off and on the following year 
However, relations between Fox, 
Arista and the musicians union never 
jelled to tFie point where they coutd be 
released. The series has been in limbo 
until this new agreement signed by 
Fox and Varese Sarabande. -LK 


Wolfgang Korngold film album 
(Juarez, The Sea Wo//, The Sea Hawk, 
Elizabeth and Essex) and a Miklris 
Rdzsa concert album (cello concerto 
and piano concerto). 


UPCOMING MOVIES 

LALO SCKIFRIN hos revisited his classic, inter the frupiKtyleof 70s 
action music on Money Talks, a Mew Line action-comedy starring 
Charlie Sheen end Chris Tucker, directed by Brel I Rattier. The lilm will 
be released or July 1 Bib. Currently, only a song album (an Arista) is 
planned, which may or may not hove one Srhifrin cut. 

DAVID ARNOLD: Tomorrow Never Dies (Jorties Bond 18) r Godzilla 
(Sony, Emmerich/Devlir), A Life Less Ordinary (d. Danny Boyle), 
LUIS BACALOV: PM Wedding, B. Monkey 
JOHN BARRY: Hone Whisperer, Amy foster. 

MARCO BELTRAMI: Mimic. 

DAVID BERGEAUD: Prince feto (Paramount). 

ELMER BERNSTEIN: Buddy (d. Thompson), Hoodlum (gangsters). 
SIMON BOSWELL: Photographing fairies, American Perfekt 
BRUCE BROUGHTON: Fantasia Continues (transitions), 5/mp/e Wish, 
Krippendorf's Tribe (Disney], 

PAUL BUCKMASTEJ*: Most ItonWtNew Line). 

CARTER 8ORWELL: Big Lebawski (Coen Bros), Picture Perfect, 
Conspiracy Jheory (Mel Gibson, Julio Roberts). 

ERIC CLAPTON; The fen (co composed with Richard Hartley). 

STANLEY CLARKE: Sprung. 

GEORGE CLINTON: Austin Powers: International Man of Mystery The 
last Bays of Frankie the Fiy [Dennis Hopper), Mortal Kamhat 2. 
STEWART COPELAND: Four Days in September (d. Bertlolocci), Little 
Boy Blue, Big Red 
MYCHAEL DAWN A: fee Storm. 

PATRICK DOYLE: Great Expectations (d. Cuaron). 


ANNE DUDLEY: The Fall Monty. 

RANDY ED ELMAN: Gone fttor't Joe Peso comedy). 

CLIFF El DELIA AN: Free Willy J, 

DANHY ELFNLAN; Men in Black. 

STEPHEN ENDELMAN; Kicked in the Head, Shakespeare's Sister. 
ROBERT FOLK: Nothing to Lose (Tim Rabbins, Martin Lawrence). 
BRUCE FOWLER: Mousehunt (Dreamworks), 

JOHN FRIZZELL: Alien Resurrection. 

PHILIP GLASS: Bent. 

NICK GLEHNIE-SMITH: Horn Alone 3, Fire Down fle/cw (Seagal). 
ELLIOT GOLDENTHAL: Batman and Robin, Botcher Boy [d. Jordan), 
JERRY GOLDSMITH: LA. Confidential [ d. Curtis Hanson], Deep Rising 
Bookworm (Fox), lost in Space (d. Stephen Hopkins), 

JOEL GOLDSMITH: % M (aka Hull the Conquered 

JAMES NEWTON HOWARD: My Best Friend's Wedding [Julia Roberts), 

Father's Day, The Postman (Kevin Costner), 

JAMES HORNER: Titanic (d. James Cameron), 

SO REN HYLDGAARD: Island of Darkness (horror/thriller, Denmark- 
NorwayJ, %ggen (The Shadow, futuristic action thriller, Denmark), 
Hydrophobia (action-adventure, d. Peter Plinth). 

MARK ISHAM; Night Falk on Manhattan (d. Sidney Lumet), Afterglow 
(Nick Nolle, Julie Chrtslie), Face Qff[ d. John Woo). 

MAURICE JARRE: Le Jour et la Nuit. 

TREVOR JONES: In Pursuit of Honor [d. Ridley Scott, Demi Moore), 
Long Dogs, Desperate Measures, Dark City |d Alex Prey as), 

JOHN LURIE: Excess Baggage [Alicia diversions). 

MARK MANCINA: Speed % Can-AZir (co-composed with Trevor Rabin), 
DENNIS McCARTHY: Letters from o Killer (d, David Carson). 
JOELMcNEELY: Virus. 


ALAN MENKEN; Hercules (animated). 

ENNIO MQRRICQNE; Lolita (d. Adrian Lyne), U-Turn (d. Oliver Stone), 
MARK MOTHERSBAUGH: Independence. 

DAVID NEWMAN: Out to Sen (Matthau/Lemman), Quest for (omelet. 
RANDY NBYMAN: Air force One (Harrison Ford). 

THOMAS NEWMAN; Mad City. 

MICHAEL NYMAN: Gaftaco (sci-fi future film). 

JOHN OTTMAM; /nengnitofd. Bad ham), The Apt Pupil (d. Singer). 
BASIL POLEDDURIS; Going West in America (action, d, Jeb Stuart}, 
Starship Troopers id. Paul Verhceven), Breakdown (Kurt Russell], 
RACHEL PORTMAN: Addicted to Love, Home Fries. 

GRAEME REVELL 5pmm (film), 

J. PETER ROBINSON: Firestorm (Fox). 

MARK RUBIN AMD BAD LIVERS: The Newton Boys (d. Linking fox). 
JOHN SCOTT: The Scarlet Junk [follow-up story to Jungle Book}. 
MARC S HAIM AN: In and Out, George of the Jungle. 

HOWARD SHORE; The Gome(d. David Fincher). 

ALAN SILVESTRI: Contort [d. Zemeckis), Tarzan (animated, Disney). 
FREDERIC TALGQRN; Story of Monty Spinnerotz (German, fantasy). 
MICHAELTAVERA: Mr. Magoo, Rocket Man (Disney). 

WENDY £ LISA: Saul Food. 

SHIRLEY WALKER: Spawn (first HBO animated series). 

MERVYM WARREN; Steel, The Kiss (Queen Latiloh), 

JOHN WILLIAMS: FferWtd. Steven Spielberg), Seven Years in 

Tibet (Brad Pitt), Amistad (Spielberg). 

PETER WOLF: Are Feorfes s four (German, animated). 

CHRISTOPHER YOUNG: Kilronirt (thriller). Watch That to (Bill Mur^ 
my spy spoof), The Flood. 

FfANS ZIMMER: Prince of Fgypt (animated musical}, Ift* Peacemaker. 
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Marco Polo 

Due in June at the earliest ts Bernard Herrmann: 
Garden of Evil, Prince of Payers; and Hugo Fried- 
hofer: The Ra\m of Rcmchiput; Seven Cite of Gold t 
The Lodger, The Adventures of Marco PoJa Due 
November are King Kong (Max Steiner, complete 
score) and a Marco Polo sampler. Recorded but 
unscheduled: Alfred Newman: Hunchback i/A'mre 
Dame, Beau Gcsfc, All About Eve; Philip Sainton: 
M <foy Did?; and Victor Young: The Uninvited, 
Gulliver's Travels, Bright Leaf The Greatest Shaw or. 
Edith. All are conducted by Bill Stromberg, and 
reconstructed/restored by John Morgan, 

MCA 

Due May 27 is The Last World (John Williams) 

Milan 

Due May 20 is Passions and Achievements, a 
compilation of music from Ron Howard films. A 
Rainer Werner Fassbinder collection is due June 3, 
Due July 29 is Bandwagon (various artists). 

Nonesuch 

Now scheduled for July are four new Film music 
albums recently recorded in London: l) Leonard 
Rosemnan: East of Eden and Rebel Without a Cause 
(London Sinfonietta/John Adams, cond.). 2) Torn 
Takemitsu: music from Rihyu, Hfrmeu of the Dunes 
and other films. 3) Georges Dele rue: Music from 


Truffaut Films, including Jules ct Jim t Shoot the 
Piano Player, Day for Night, Two English Girls, and 
others (London Sinfonietia/Hugh Wolff, cond.), 4) 
Alex North: music from Spartacus, A Streetcar 
Named Desire, The Bad Seed and other films 
(London Symphony Orchestra/Eric Stern, cond ). 
More albums are on the slate for later this year. 

Ploy It Again 

Due late summer is the book by Geoff Leonard 
and Pete Walker, The Music of John Barr)'. Play It 
Again is going ahead with a fourth volume of 
British TV themes for release later this year. See 
their web site at http://www.aurade.com/pia. 

RCA Italy/Legend 

Upcoming from these Italian labels are The 
Damned (Maurice Jarre, complete score), The 
Horror Wax Museum (new Dario Argento Film, 
Maurizio Abeni, symphonic), A Season in Hell 
(Maurice Jarre, 30 min new music). Four Sci-Fi 
Film Scores (AT LavagtimoX SpasmofCosa Avete 
fatto a Solangc? (Ennio Morricone), Per k Antiche 
Sea L7J/ Maestro e Marghanta (Morricone), Prim a 
Della RivoluzfcmefUn Uamo a Mcta r (Morricone) 

Rhino 

Forthcoming are mostly compilations: Due May 
27: George & Ira Gershwin: The Gershwins in 
Hollywood, Romantic Dads at M-G-M. Due June 


24: Murder Is My Beat: Classic Film Noir Themes & 
Scenes, Fred Astaire at M-G-M (2CD set). Now You 
Has Jazz. Louis Annst rang at M-G-M, Gone with the 
Wind (single-CD configuration of original sound¬ 
track) Due July 8: Dramatic Scores (previously 
released Turner tracks) Due July 22: Lolita (1962 
Kubrick him. Robert Harris/Nelson Riddle), 
Zabnskie Point (2CD set, 1970 film, various). 

Silva Screen 

Due May 20 is a newly recorded 2CD compila¬ 
tion, Warriors of the Silver Screen (disc one has CD- 
enhanced features)- Due in late June in England is 
a new recording (Kenneth Alwyn/Qrchestra of the 
Royal Ballet) of music from Ealing Studios British 
films of the '30s, 4 40s and l 50s. 

Sony Classical 

Titanic (James Horner) will be out June 17, * 
Now scheduled for July is Cinema Serenade, a John 
Williams-conducted compilation of film Lhcmes 
adapied for violin (Itzhak Perlman, soloist; 
Pittsburgh Symphony Orchestra). 

South East 

Due in a month or two from this Dutch label is 
Within the Rock (Rod Gammons, Tony Fennel,, 
enhanced-CD), a classically oriented score for a 
horror/sd-fi film Fear No Fvil (Frank l^aLoggia) 
will be out as an cnhanced-CD later this year. 


CONCERTS 


Alabama: May 23 

Montgomery sxx; French Medley 
(various), Out of Africa (Barry). 
California: May 30, 31 

Pacific Sym., Santa Ana; English 
Patient (Ycred), Sunset Boulevard 
(Waxman), Happy Trails (Evans), 
Maha: July 25,26, August 3 

Summer Fast, Boise; The Furies 
(Waxman). 

Louisiana: May 15 

Shreveport $_o.; Gone with the 
Wind, Dances with Waives (Barry). 
Maine: July 2, 3, 4, 5 

Portland s.o.; Sunrise at 
Campobello (Waxman), "Moan 
River" (Mancinik 
Mery land: May 16,17, 18 

Baltimore s o., Around the World 
in 80 Days (Young). 

Michigan: June 6, 8, July 3, 4, 5, 6 
Detroit Sym., independence Day. 
New York: May 16,18 

Fredinoa s.o,; Around the World 
in 80 Days (V. Young). 

North Carolina: June 21 

North Carolina s.o., Raleigh; The 
Furies (Waxman) 

Pennsylvania: May 29, 30, 31, June I 
Pittsburgh s.o.; Jezebel (Steiner), 


Psycho (Herrmann), Laura (Raksin). 

Wisconsin; July 30 

Wisconsin Chamber Orch., 
Madison; Murder on the Orient 
Express (Bennett). 

England: July 11,12 

Royal Liverpool Phil.; The 
Magnificent Seven (Bernstein), Hrgh 
Noon (Tlomkin). 

Japan; August 3 

Kansa! Phil. Orch. in Osaka; 
Mission. Impossible (Schifrin), Shane 
[V. Young), Great Escape (Bernstein), 
Romeo and Juliet (Rota], Love Story 
(Lai), Lawrence of Arabia (Jarre), 
Star Trek; First Contact (Goldsmith), 
French Medley (various). 

Seal land: June 19 

Royal Scottish N. Or; Carl Davis, 
cond ; Madame Bovary [RozsaJ, La 
Strada (Rota), Rebecca (Waxman). 

June 23 

Royal Scottish Nat. Orch.; 
Broveheori (Horner). 

Japan: June 15 

Tokyo Metropolitan Art Space; 
Mission: Impossible (Schifrin], 

Rambo, Basic instinct (Goldsmith), 
Independence Day (Arnold). 

August 3 

Sym. Hall, Osaka; Star Trek: First 
Contact (Goldsmith), The Greof 


Escape (Bernstein), Shane [V. Young), 
Mission. Impossible [SchifrinJ, Romeo 
and Juliet (Rota), Lave Story (Lai), 
Lawrence of Arabia (Jarre), French 
Medley (various], 

John Williams Concerts 

John Williams wit! conduct the 
Boston Pops in a film music concert in 
Boston an May 24, ploying his own 
music as well as Cinema Paradise 
(Morricone; Itzhak Perlman, soloist), 
Lawrence of Arabia (Jarre), and A 
Place in the Sun [Waxman; Grover 
Washington, Jr., soloist). The concert 
will be taped and broadcast on 
Evening at Pops (PBS) 

Williams will conduct the 
Hollywood Bowl Orchestra in a 20th 
anniversary Star Wars concert on 
August 29 and 30. The Hollywood 
BowTs annual large film music con' 
cert will lake place on Sept. 20 (John 
Mauceri/Hollywood Bowl Orch), 
with a theme of all-20th Century Fox 
material: "Fox Night at the Bowl." 

Boston Pops lit Japan 

Keith Lockhart wifi lead the Boston 
Pops on a tour of Japan this summer, 
playing such film pieces as ID4, 
Alien , Star Trek: First Contact , and 


the Star Trek TV theme. There will be 
16 concerts; the first is at the Inter¬ 
national Forum in Tokyo on June 7. 

English Film Music Concerts 

Stanley Black will play piano and 
conduct two film music concerts in 
England: one on June 28 at Tilbury 
Fort, Essex [with fireworks; Casa¬ 
blanca , Limelight, Thunderbirds, Star 
Wars , more); and one on July 12 at 
Kenwood Lakeside ("On Stage and 
in the Movies," BBC Concert 
Orchestra, Stagecoach , The Cow 
hoys, The Sea Hawk , The Sting , The 
Empire Strikes Back , more). Call 
Ticketmaster, 0171-413-1443. 

Due to the lead time of this maga¬ 
zine, it is possible some of this infor¬ 
mation is too late to do any good. 
Please accept my sincere apologies. 

This is a list of concerts with film 
music pieces. Contact the orchestra's 
box office for more information. 
Thanks go to John Waxman of 
Themes & Variations (http://tnv.net) 
for this list; he provides scores and 
parts to the orchestras. 

For a list of silent film music con¬ 
certs, see Tom Murray's web site: 
http://www. cinema web.com/lcc. 
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Super Tracks 

Forthcoming are First Kid (Richard 
Gibbs) and The Invasion (Don Davis, 
NBC TV mini-series, electronic). 

Varese Sarabande 

Vbicano {Alan Sitvestri) should be 
out. Due May 13 were Donnie Brosco 
(score, Patrick Doyle), Bliss Qan A.E 
Kaczmaiek), and Hgh£ Heads in a 
Duffel Bag (Andrew Gross). Due June 
10; Batman: Symphony for a Dark 
Knighf (Joel McNeely cond.), a new 
recording featuring music from the 
first three Batman features as well as 
the ’605 TV theme, 

Varese has two upcoming series of 
albums. The first is the long-awaited 
Classic Series of original soundtracks 
from 20th Century Fox films; see 
sidebar, p. 5. The second is the ambi¬ 
tious series of new recordings under¬ 
taken by producer Robert Townson 
mostly with the Royal Scottish Na¬ 


tional Orchestra; Tu Kill a Moching- 
bird (Elmer Bernstein, composer/ 
conductor), Patton/Tora, T bra, Tom 
(Jerry Goldsmith, composer/conduc¬ 
tor) , Mo’s Afraid of Virginia Woolp 
(Alex North, cond. Jerry Goldsmith, 
National Philharmonic at Abbey 
Road), Psycho (Bernard Herrmann, 
cond, Joel McNeely), The 5cmd 
Pebbles (Goldsmith), Torn Curiam 
(Herrmann, cond. McNecly), The 
Magnificent Seven (Bernstein), The 
Great Escape (Bernstein), and an 
album of 70s disaster scores (The 
Towering Inferno t The Poseidon 
Adventure, The Swarm). 

At last report, Mockingbird and 
Patton were scheduled for June 
release, and Psycho and Vifginia Wool/ 
were set for July; however, this will 
most likely change. Therefore, you 
must keep reading Film Score 
Monthly to find out when everything 
cool will come out, * 


www. films<oremon thly.com 


Our Money to Burn Is 
Your Time to Kill 

Please check out our new web site. 

Also see Lukas's favorite sites: 
espnet.sportszone.com 
www.boston.com/globe/spt/ redsox 
www, a i nt-i hcoo I - ne ws. com 

The above tag line win inspired hy my dad, who me suggested that septic 
pumping trucks carry the slogan, Totrr s hit h our meney." 


READER ADS 

FEE tNFO: Free: Up to Hue Items Alter five items, il r s $5 for an 
□d with up to 10 items; S10 for an ad with up to 20 items; S20 
for up to 30 items; and add Si0 for each additional (up to} 10 
more items Send U.S. funds only lo Film Score Monthty, 5967 
CfiuEa Vista Way #7 .Los Angeles CA 90063. No bootleg titles in 
ads, please You can send your ad or inquiry by e-mail: 
ldkendal@un ix^rdierTl.edu. 

WANTED 

Scott Hutchins (1504 E 83rd St, Indianapolis IN 46740-2372; 
S3butchi@tord-iupui edu} wants to acquire a CD of the score to 
Aysedk ve Siblrlt Cuceter ROyatar Olkeslmfe (Aysedk and the 
fiewi Idled Dwarfs in Dreamland), a 1971 Turkish film of Fie 
Wizard of Oz directed by Tur^ Basaran, music composed by 
Torgut 6ren, Was probably only released only in Turkey if at 
all; will pay a rather large amount of money for it on CD. 

Bill Powell (2007 Cerda Terrace, Orlando FL 32804-5443} is 
looking for the following CDs: jane Byre {John Williams), Tales 
of Beatrix Potter (John Landibery), The Revets {Williams, 
Masters Film Music), The Wild Bunch perry Fielding Screen 
Archives), and Jerry Fielding Film Music (Bay Cities 2CD set}. 
Will pay top dollar for mint-randi 1km CDs 
Scott Somemilike (649 S Barrington Ave #105, Los Angeles CA 
90049; ph/fex: 31CH72-5527) is looking for Return of We 
Jedi, original Polydoi cassette 

Paul Tonks (21 Lyndhurst Road, Hove, East Sussex, BN3 6FA, 
England; ptonx@mistraLco.uk) wants the following CDs; 
advise asking price: Cohh, Une Femme Frnnc3f.se, Cable Guy 
(promo), Radioiand Murders 

Cart Young (PO Box 8604, South Lake Tahoe CA 96158; ph: 
916-544-7146) wants the CD The Film Musk of Franz Waxrtm 
(The Film Composers Series, Volume 111, RCA 22837-R). 

FOR SALE/TRADE 

' Coflediarr (PO Box 2224, Jena LA 71342) is selling off a 30+ 
year LR and CD movie music soundtrack collection. Retailers 


and large collectors welcome. Write for more information. 

Dave Easterly (7919 Pebble Beach Dr #102, Citrus Heights CA 
95610) has for safe the following Items: Gone willi Ifte Wind 
double picture CD, $175. Comte Francis-Let's Sing with 
Connie Francis (MGM) MM-1G11, Japan, vinyl, with obi strip 
and Di sheets, $295. Star Wars-The Story oL f vinyl picture 
disk, S55, SS 565. Doctor Who , BBC vinyl picture disk 595. 
James Dean-Rare Broadcast Recordings with Natalie Co(e f 
vinyl picture disk $95. Ffimstones-QSX vinyl picture disk, $45. 
Over 500 different picture disks for sale/trade. 

Paul MacUan {309 The Parkway, Ithaca NY 14850; ph: 607- 
257-2047; skye@darityOTnnect.rami has for auction (with 
starting bids): CDs: The Deceivers fSratt, cut-out, artwork 
slightly wrinkled, 520), Raggedy Man (Goldsmith, Varese Club, 
Si 20), A Summer Story (Del erne, $251, Moon Over Parador 
(Jarre, S25), Private Lives of Eftabeth d Essex (Komgold, Bay 
Cities, $20). LPs (and condition, A-F): Under Fire (Goldsmith, 
B-h cut-out $10), Moimtbatten (John Scott sealed 520}, A Man 
for Aft Seasons iDelerue & dialogue. A, 2LP set played once 
520), Stack Hole (Barry, C+ $10). Closes midnight June 15th. 

Nat Modica (113 Otis St, Chula Vista CA 91910; ph; 619-426- 
4050) is disposing of a 40-year soundtrack LP collection. Send 
or call with wants. 

Brad Taylor (360 N Bedford Drive #215, Beverly Hills CA 
90210; ph; 310-247-9955; fax; 310-556-3921) lias the fol¬ 
lowing CDs for trade; (I) 77?e Winds of War (Cobert), 12) 
Dominick and Eugene iJones), (3) Revenge (Nltzsche), (4) The 
Running Man (Faltermeyer), and (5) Tire Wild Dttck 
IWalkerJ/frog Dreaming (May). 

Ross Woodttury {PO Box 1387 Nevada City CA 95959; ph: 916- 
265-3622) has the following LPs in excellent condition tor 
sale; (1) Fantastic Planet lie Pianet Sauvage, French import) 
$30; (2) Outer $paceSuite{tare Bernard Herrmann radio cues) 
S30; (3) Tom Curtain (Bernard Herrmann r s unused score) $20; 
14) Once Upon a Time in America (hard-to-find Ennio 
Mamcone) $20; (5) Themes from Classic Science Fiction, 
Fantasy and Horror Films {rare Varese Sarabande collection) 
S20. TOSS in a few bucks for shipping. 


FOR SALE/TRADE 
& WANTED 

Michael Lim [1255 University Ave #327 Sacramento CA 95825) 
has for sale the following items: LPs: Who Framed Roger 
Rabbit? {score, sealed), in the Mood, Midnight Rum Cassettes: 
The Bear The Deceivers, Defending Your Life, Farewell to the 
King 5 Comm, Moon Over Parador Hed Heat etc Send 
offers; alt inquiries welcome. Also, some CDs for sale: scores 
from all eras, a few casts, a few foreign-most CDs $3-$9, cas¬ 
settes $1-52. Write for freelist (SASL please). Wanted; Looking 
for people {new collectors 8 anybody elsei for possible 
straight trades of more common or unusual items that the 
other doesn't already have. 

Myron Peters (1505 Suburban Drive, Sioux Fails SD 57110- 
3764; ph: 605-334-3872 only between 5-9PM CDT) has the 
following CDs for trade only: Cocoon (Polydor, Horner], The 
Witdtes of Eastwick (Warner Bros., Williams), Christopher 
Young 5CD promo set (Tates from the Hood, Species, 
Virtuosity, Unforgettable, Head Above Water), will trade as a 
set only. Wanted on CD: Bad Dreams (Ferguson), The Blob 
(Hoenfg), Gferry 2000 (Potectouris), Qctopussy f A#M Records, 
Barry), a iff Eidelman promo. 

Uwe Sperlidi (Kloster-Seeon-Str.5, 31476 Munich, Germany; 
Uwe_S@compuserve.com} has CDs for trade only: Under the 


Display ads are also available. Please write for 
complete rates, deadlines and information. 


Volcano {North, Masters Film Music SRS 2011), The Burbs 
(Goldsmith, Varese Club VCL 9102.10), Moon Over Parador 
(Jarre, MCA-6249), Arachnopbobia (Jones, Hollywood 
467991 2, Gentian issue). Farewell to the K;ng(Poledouris, 
Milan CD CH 375). Wanted: Horns Poors {John Debney, 
Prumu), Last Embrace/Eye of the Needte (Miklos Rozsa, 
Varese VCL 91Gt.9), Knights of the Round Table (Miklds 
Rozsa, Varese; VCD 47269), Boys from Brazil {Jerry 
Gotdsmith, Masters Film Musk SRS 2001 or Japanese reis¬ 
sue), Suites and Themes (Jerry Goldsmith, Masters Film Music 
SRS 2003). 
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Rom us Music Services - 
Los Angeles 

Professional Musicians Contracting Service 

The best musicians for your film 
or television score 


Contact; lain Khan 

Tel: (310) 477-6612 Fax: (310) 477-5059 
e-mail: ZainK@eanhlink.net 

Member of the Professional 
Musicians Union, Local 47 


Soundtrack Auction 


AIL Phone and Mail Bids must be 
reteived on or before 1DPM (Friday) PST r 
June 13,1997 Auction updates will he 
available by phone. Contact Dennis 
Tupper {714! S44-711I,P0 00x3171, 
Justin CA 92681. 

CDs FOR AUCTION 

t. THE AMAZING PANDA ADVENTURE 

IPrqmol Ross 

2. ANNE OF GREEN GABLES Hardy 

3. BATTLE5TAR GALACTIC A [4CDs- 

Ltd.lOQO copies] Phillips 

4. THE BURBS [Ltd.2500 copiesi Goldsmith 

5. CHRIS YOUNG, VnE. I fPmmo] 

6. CINEMA GALA-Film Fantasy 4 film 

scores of Bernard Herrmann 

7. CINEMA GALA-Great Shakespeare 

Films 4 scores by various artists 

8. COCOON Horner 

9. DEVIL IN THE FLESH/WE OF THE 

NEVER NEVER 1M1] Sarde. Best 

10. DRACULA, DEAD AND LOVING IT 

| Promo] Mann 

11. FISTFUL OF DOLLAR5TOR A FEW 

DOLLARS MORE |Early RCA] 
Mnrricone 

12. HARLEQULN/THE DAY AFTER 

HALLOWEEN [1M1] May 

13. tS PARIS BURNING Mar re 


SOUNDTRACKS... CDs, 45s, LPs... FOR SALE! 


DISCOPHJLIA 

10153 1/2 Riverside Dr #299 
Toluca Lake CA 91602 

ford yaur or dm wmI fin or bids PIedse fncFu^o cn IRC 
or SUE 'cr paymiiil nsnr uciiori and ooswet? lo your incatrics. 
Thanks tor dieasirg DISCOPHIUA! 

THe AUCTIOH will tine hi Thursday; June t9 a( 1GPM P.S.T. 
WHITE to III Q-4 [dude: Name, Phone * erd foil AcW'tit. FSR 
SEARCH far any wuild California JwidaiHr CA sal«lax will he 
added la all p4jrehcis«. 

All fanis art for audian, fcesr afters ow min'mim bids. 
■ygnifiH factory sealed 'lent. 

CD SINGLES FOR AUCTION Win. Bid 

Ar Aiaeriran Toil: Firtva I Gas W«i 515 

(Dreams la Dream} L. lomlorfl (D4S Pm mm 
Smite ■ Oiapfiii Promo [R. Downey Jr.) 15 

Donees wilh Wdv« - Radio Demo (J. Barry) 25 

Field of Iheams - Promo (J. Horner) 20 

Problem Child - fillc- Sang Prgrrg [Beach Ho-if 20 

CDs FOR AUCTION Win Bid 

’Cag,t [W. Yicehenvcji) $3-0 

’Crocodile Shoes (SGC-FY Serial) Jimmy flail 20 

'Dari: al Naan {PCfel Dai Menr! J. Ariia-gcdc 2)0 

’Di Oiresie (ten 5r PniFa ■ Nicato Pjovani 25 

Jeon-Marie SEHJA - Musique dc film IM4I9I 75 

the Very Besl af Fren: h Lai SL CD-317 20 

'JFK Olive' Slone Film - John Williams 25 

Jennifer 8 - flirirtophsr ^oung 15 

Hie Lost Ffghrl ■ Willie (Dlan/Rufcwi Blades LLainn] 15 
A Passage In India ■ Maurice Jarre 40 

‘Robot Wars ■ David Arkerrctotie 20 

A Summer 3ory ■ Georges Deltrue 50 

'Toy fofdior; - Satan folk [lairorfa] 50 

Under fire - Jerry Galdsmilh 75 

The Young Ameriicfis ■ CIO A019 - 519 472-2 25 

LPs 10" FOR AUCTION Min. Bid 

Gmrdmo Moses Sure - H. Mnrl n (far la YG fond ) 570 

Joe tauis Story - George Bassmaa [Pear 1 30 

Knock do Wood - 5. Ffie - Danny Kaye (Fait) 30 


Mike Hammer - Mickey Spilaoe (No! Urn scan, VG] 3D 
On* ftnfc? - Wik In Iona MOM E103 >.VG| 5D 

Ririarn to Farodine - Diirilri Tiomldn I Fair} 1Q0 

kmson and Delilah - Ylrtar Young [ Ptsar id Fairl 20 

fte Seven link Fays - flab Hope- jfoc) 20 

SJ iher - Radia/TY MRA Star Inleniews w/ nates |YG- +1 25 

fo Hiis is forts - Sang Hits ■ Tony Curtis* (Pmi la Fair) 20 

LP* 1 r r FOR AUCTION Mi n, Bid 

Un Amour de flute - fronds Lor I1973) 5A0 

Sqiileiruck - Keuin Peek [1283} Brg/Jc[Wfl 1(0 

'Big folky - four 5lcr TV - Mo-ia ABC/P 10 

+ Elotk Stoltaii Bpjrns - Georges iletaue 30 

'■Bias ihe Beasts and ChiUran 8 De Yorzan/P floikin, Jr. 40 
Caroline (Fieri? - Georges Gar vnrenlz {Canada) 154? 30 

' (oniominotion - Gatlin (Cinewxl 25 

J (opatabattr - Barry Manilew itA 250 

Feral - Inner masf Lirrito af Pare Fun I Braggn/Laboe) 100 

Tilt Games - Fraiim Lai (New Zealand pressing! 175 

Hen GtrJigr ■ folly 5mmil (1980} 75 

Harper - J. Mandd - Sl^ao (Fcir railJirian} 54 

L'Her;iler - Michel Cokimbier (France 1973} 50 

Ua Homme Libre ■ Frauds bi RCA 4Q 

' \ Lore You | Love You NoL [ama non an.*) Goblin 25 

Ike Odd Couple - Ned Hefli (Fair candihian] 20 

‘Oar Mother's House ■ Octcrua '4? r Qrig. Cenadinn issue 200 
fogaHfi 1 - RAM - Canadian (NOVA! 40 

Qirilp ITfie Old Curiosity Sticfi! Elmer 3emiein/CondLtrs 100 
kirp From Days of RAWH D E ■ E3?D4 50 

Scent of Mystery - Eddie Fisher [Puar cardilion; Man-a 50 

■fotomon MMG - Jimmy Lewis (15741 tflO 

L The Spy with a fold How Ortolan! [U.K. prating! 50 
The Tmirdi of Jatote MrPheelers - Osmonds (Poor trwiij 2 5 
rilwlla Dalle Piume di Crttalk) -1 Mmriwna 19A? L75 

ICineHxMDf 33/31, VG++! 

4Ss FOR AUCTION Min. Bid 

[haling: Or rhe Berkely to Easton Forty BridL bsr Bmj lues 
(Mirhaef fowll, WB-7557] Na Pix Co™ (fair rand.) 525 
Midway (John Wilkms) ili Fix Gaver 50 

Sarwifa - The Prodigal (Kaparl Ha Pis CovEr (foir totii) 20 
Srefson ■ Oily El illy 11975) wilh Fix Cnver (foir rend.) 20 

Tiaurttland der fohmwlrl - Nana Mouskoari ■ 20 

Fnn'aua, wirh Pis Caver (Fair cord,) 


14. LIGHT AT THE END OF THE EARTH 

Picdoni 

15. THE MYSTIC WARRIOR |Promo| Frted 

16. NIGHT OF THE GENERALS Jarre 
17 PASTIME [Bay Giles] Holdridge 

18. RACE FOR THE YANKEE ZEPHYR/ 

THE SURVIVOR [1M1] May 

19. RED HEAT Horner 

20. RETURN TO OZ [Bay Cities] Shire 

21. ROBERT FOLK SELECTED SUITES 

| Ltd. 500 copies-Promo-2CDs] 

22. THE SEA WOLF [Lid. Issue] C. Bernstein 

23. shipwrecked [Ltd. Distribution] 

Doyle 

24. TAUPAN Jarre 

25. TREASURE ISLAND [ltd.500 TOpiesj 

Slone 

CDs FOR SALE 

L THE ALAMO ]Varese] Homkin Si 2.00 

2. THE ASTRONOMERS Retford 7.00 

3. BATMAN, Mask of the Phantasm 

Walker 7.00 

4. BATTLESTAR CALACTICA Phillips 12.00 

5. BEAUBOURG Van°elis B OO 

6 THE BEST SOUNDTRACKS IN SHOW 

BUSINESS [Promo] various 25.00 

7 THE BLUE MAX [Re^uef Goldsmith 

10.00 

8, THE CARL STALLING PROJECT 900 


9. THE DEAD North 12.UU 

IC. DELTA FORCE/KING SOLOMON S 
MINES Si I vestri /Goldsmith 25.00 
11. DELTA FORCE II Tatgom 35.00 
!2. DRESSED TO KILL Donatio 12.00 

13. FIELD OF DREAMS Horner 10.00 

14. FLASH GORDON Queen 1B.OO 

15. FLIGHT OF THE NAVIGATOR 

Silvestri 1100 

16. THE FOG Carpenter 35.00 

17 FRIENDLY PERSUASION Tiomkin 25 00 

18 GIANT Donkin 10.00 

19. HAMLET Coyle 9.00 

20. HIGHLANDER |TV> Bellon 11.00 

21. HOT SHOTS Levay |Japan| 17.00 

22. HUNCHBACK OF NOTRE DAME 

Menken 9.00 

23. INVADERS FROM MARS Young 23 00 

24. THE KILLING FIELDS Oldfield 9.00 

25. LA FEMME NIKITA Serra 700 

26. MAVERICK [Score] R. Newman 9.00 
27 MOTHER Shaiman 10.00 

28. THE OLD MAN AND THE SEA 

Tiomkin 20,00 

29. PAPERHOUSE Zimmer 15 00 

30. THE PARK IS MINE Tangerine 

Dream 14,00 

31. A PYROMANIAC 5 LOVE STORY 

Porlman 9,00 

32. RAVEN Franks 10.00 

33. RENT-Ad!OP Goldsmith 2500 

34. RICH IN LOVE Delerue 10.00 

35. RICOCHET Silvestri 25.00 


36, ROBIN HOOD Burgon 18 00 

37, SAMSON AND DELILAH/THE 

QUIET MAN V. Young 9.00 

38, A SIMPLE MAN C Davis B OO 

39, SODOM AND GOMORRAH 

Rbzsa 35.00 

40, SPACE AGE Chattaway 9.00 

41, STAGECOACH/TROUBLE WITH 

ANGELS Goldsmith 22.00 

42, A STREETCAR NAMED DESIRE 

North 12.00 

43, 3:10 TO YUMA Duning 15.00 

TERMS OF SALE 

Payments are to he made to Dennis Tupper 
in U.S, or International Postal Money 
Orders. (No personal checks please.) 

Trades are acceptable as cash. 

Postage (U.S.-Canada i S4 00 for the 1st 
item and 175 for each addiituna! item, 

Postage (Europe-So. America! $7.50 for 
the 1st item and $1.50 for each addi¬ 
tional item. 

Postage (Australia-0 rient-Africa) SB 00 

for the 1st item and $2.00 for each 
additional item. 

No Postage will be chained for orders 
exceeding 520000 within the United 
States and Canada. 

All items are sent out by insured mail. 

NOTICE No items wilt he held more than 9 
days after notification, unless prior 
arrangements have been made. 


8 


Film Score Monthly 


Vo/. 2 t No 3 • May J 997 





MAIL BAG 


Letters from Readers 

1941—Take 2 

..Just an opening word to mention that l 
buy your publication at Tower Records in 
Toronto, that [ have done so for more 
than two years and that 1 enjoy every part 
of it, but none move, so than your own 
contributions. A recent example is your 
review of Mars Attacks} (soundtrack and 
movie) which still has ine reeling with the 
delightful conutlsions of recognition of a 
kindred wit in such a disparate age, and 
this despite the age difference between 
writer and reader (I am 47), 

Ln “Laserphile" (1*76),. Andy Dursin 
rejoices in the laserdisc release of a 
restored J94i and its isolated John 
Williams score. It is surprising to find 
there is indeed an interesting score under 
the continuous barrage of the effects 
tracks. U is less surprising to disco^r that 
it is Totally unrelated to the movie, whose 
theme seems to be, as far its can be 
inferred fmm the Beavls and Butt-Head 
team who scripted it, yoked with the do- 
good, feel-good antecedents of Steven 
Spielberg: "War, idiocy and mayhem are 
good clean innocent fun in and of them¬ 
selves but are also a powerful sexual stim¬ 
ulant and sufficient justification for rape 
and other adolescent fantasies.” 

This is a movie whose aim is so low; its 
only effective metaphor is a scene where 
Christopher lee, as a Nazi admiral, and 
Toshiro Milfunc, as a Japanese submarine 
captain, try to coax Slim Pickens to defe¬ 
cate so they can retrieve a toy compass 
from his excrement. Looking for some 
sense of direction in all the ambient caca, 
gentlemen? This is a movie where the 
viewer stops counting the occurrences of 
the word "shit’ around number 76 in the 
first six reds hut keeps mouthing it as a 
sony silent prayer-expletive all through 
the resi of its epic running time. This is a 
movie delighting in the filth and imbecil¬ 
ity of its racist and sexist premises. This is 
yet another American comedy about 
motorized vehicles, back-seats, body flu¬ 
ids, body pans and fire-power. This is one 
misguided, unredeemable, smelly hop 
serving, to this day, as a convenient mark¬ 
er (1979) between the self-indulgence of 
the 70s and the gross excess of the 80s. 
The fact that it has been “mickey- 
moused 1 ’ by John Williams is just anotlier 
one of its grandiose empty gestures, on a 
par with this self-serving,, bloated “reis¬ 
sue”: Mr. Williams (despite his jazz past 
and Tire Reiverc) seems once again inca¬ 


pable of producing anything other than 
generic Hlgarian heroics that are merciful¬ 
ly (and mercilessly) lost m the general 
clang of the ensemble and end up as one 
more fuming coat of silt on tire resulting 
compost. The only times the score comes 
into its own (so to speak) are the USO 
dance spectacular (a servile paraphrase of 
"40s big-band musicals) and the end-titles 
march, whose musical style are firmly 
rooied in Albert Hall and not anywhere 
near American soil 

Watching and listening to this letter- 
boxed laserdisc laxative brought Ijack to 
mi ltd two fond memories. First, sitting at 
a screening of Tkwfc (another Spidberg- 
Williams comedic "collaboration") where 
a crying Four-year-old, holding his ears, 
pleaded to his father: "Daddy Daddy; can 
you make the music stop?' And, in total 
contrast, the spine-tingling sense of wrap¬ 
around euphoria overpowering the view¬ 
er-listener at a Cinerama screening of Iris a 
Mad, Mad, Mad, Mad Ubrki (another 
comedy of excess) whenever Ernest 
Golds variations on the carousel waltz 
theme indicate its willingness to bring the 
siorys loose Threads together for one 
more glorious moment of thrilling, unre¬ 
st mined fun. Despite not being entirely' 
successful, Mad VVbrid had a serviceably 
classic theme (“Greed is its own comeup¬ 
pance") and a score which, despite owing 
at least as much to Chabrter as to Irving 
Berlin, managed to convey a sense of 
earthy, folksy American-ness, humor and 
wii that invariably escapes Mr. Williams 
in his comedy excursions. 

Uenoit A. Racine 
550Jarvis Street, Apt 907 
Tororno. Ontario M4Y 1N6 
Canada 

Well Themis JSgftri^g words. Noi with me, of 
course, but with the jalm Williams An(i- 
Dejamation League who are surely reading. 
Tm not a big fan of flic scores to 1941 ai 
Hook, but if^ funny Jiow* between 0mer 
Bernstein's eaAy 80s comedy outings, Danny 
El/mtin's Back m School, James Newton 
Howards Dave, and Viftllia rars's Home 
Alone, we fenow exactly wJuit a coriit'mjw- 
rary comedy score is going to sound like 
Witness Liar Liar. 


FSM NEEDS YOUR LETTERS! 
Respond to a topic here, start 
your own—anything you want. 

Mail Bag 

c/o Film Score Monfhly 
5967 Chula Vista Way #7 
Los Angeles CA 90068 


We Hurt the Ones We Love 

...Star Trek First Contact ought to he 
called Siar Trek first Kmgfic because that 
is what the theme sounded like. A decent 
score, but you could tell Goldsmith was 
tired. You know its bad when he has his 
son come in and ghost 20 minutes. We all 
know what Goldsmith coaid have done, 
what the Goldsmith of the 70s or L 30s 
would have done,,, can't 
you hear that Qinen-esque 
Borg th e me? Maybe 
Goldsmith is getting tired 
and needs to spread his 
workload out a lit tic more. 

His recent efforts have 
really shown this. Hell, if 
he could whip out the 
kind of music for dreek 
like Star Trek V, this movie 
really should have had 
something going for it. He 
is still one of the greatest, 
but he is only human. All 
good artists need to take a 
sabbatical and gel rest. It 
Keeps them fresh, I would 
rather see him rest and 
ha\e him belt out one or 
two really amazing scores 
in a year, than see him 
Overwork and do a dozen or so. 

I realize he hits always been the worka¬ 
holic, hut 1 think someone needs to face 
reality now. With all due respect, he's no 
spring chicken anymore. Same goes for 
some of the oilier composers You don’t 
see the greal John Williams going at a 
crazy pace like that. He does maybe three 
pictures at the most within a year. Not 
that hb way is the best way but my point 
is clear, How can someone be creative 
when they are trying to beat a schedule 
on two to three pictures at once? 

Let's look at the current state of affairs 
in general: Goldsmith has been doing 
Goldsmith Lite since the early '90s. 
Williams, even? Yes he still puts out qual¬ 
ity, but are Sleepers, Nixon and Sabrina 
anything monumen tal? Danny Ell man is 
among the precious few that writes good, 
original music. He is one of the few 1 am 
counting on to maybe turn things 
around, John Barry and David Arnold are 
others Their attitudes tell me a lot about 
the kind of music they will compose 
Barry said it right in his interview (#75), 
Just sit down and write good music.’' 

I hope people stand up and take notice 
to the huge response the Star Wap^s films 
have bad yet again. We are starving for 
more good stuff like this! 1 look back on 
the movies and scores of the late 70s to 
mid 80s and I can tell you, after about 


1985 or so, ihe decline has been steady 1 
w ould love to sec if Goldsmith still has it 
in him to write a monumental piece of 
work like Tin- Secret of NIMH oi Lrgtvid. 

My hat is off to Goldsmith and the oth¬ 
ers for what they can do ghen their cur¬ 
rent working circumstances, I challenge 
evert Williams, though. Start a new 
renaissance. Write another ff.T, Star Wars 


Trilogy Indy Trilogy If these |x*oplc have 
such a great gift as l understand it, that 
giff can’t “die ’ Let^ see it! 

I state here and now an o]ien chal¬ 
lenge. To all filmmakers and composers: 
Make an 1 Quality an! Society needs ill 

l:ric Wemmer 
12100 SW 69 Place 
Miami FL 33156 
d ragon7@kanect. net 

ft ri because of letters like these that com¬ 
posers fiatc Film Score Monthly Of] a puiE- 
ly [actual basis, Joel Goldsmith did not 
“ghost-write" any of the First Contact score, 
sipicc he's deafly audited in tficjilni. 

. . .1 fully agree with your comments almui 
the new, decalk mated jerry Goldsmith 
(#76). What is it that happens to people? 
There's an H R Lgvecraft story in which 
he talks about how. as we mature and 
grow r old, we become “wise and unhappy, 
dulled and prosaic with the poison of 
life." Is that what lias happened to Jerry 
Goldsmith? Or is it us, the aficionados, 
who are growing wiser and unhappier, 
duller and more prosaic? Wc gel to a stage 
where it’s difficult to accept a change, and 
anything that differs radically from what 
amazed us when we first became interest¬ 
ed in the wonderful world of film music 
has no place in our hardened hearts. 



Ht*n an Upcmr-n^ ftr lease i 
Flln Mkratr Corw^rtm 
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But the question is, was the Goldsmith 
of the gpod old days '‘better 1 '? (Let^ not be 
difficult—we know what “better” means, 
It means, well,, better.) I believe he was. 
It would be interesting to hear of a 
teenager who is now a 100% Goldsmith 
Can, whose devotion has been sparked 
principally by being exposed to the com¬ 
posed output from this present decade, 11 
such a fan does exist, what is his/her 
opinion of Planet of the Apes? (I say Planet 
of the Apes, but more or less any other title 
from before the late 70s would do.) 

All this doesnY just apply to Jerry 
Goldsmith, of course. There are many 
composers who, if not in qualitative 
decline, certainly aren't getting any better. 

On another topic altogether, l enjoyed 
Ransom, and thought that the score was 
good too. I rarely feel offended or angered 
by the messages inherent in some films, 1 
even liked Rambol, and 1 consider myself 
a pacifist! However Sleeper made me 
want to puke. And 1 believe that John 
Williams, in the final scene, glorified the 
triumph of common sense (I’m being 
ironic) in much the same way as James 
Homer did in Ransom, But, 1 don't really 
mind. Homer and Williams are (still), for 
me. two of the best in the business, and 
Td rather get uplifted by them than driven 
to suicide hy Howard Shore 

Graham Watt 
c/ Doctor Rafael Vega 

18 - 2o D 

27002 Lugo 
Spain 

I thinft Goldsmith has curiously moved closer 
to John Barry £ direct, accessible approach in 
the '90s, wi(h a pianimc sound. Many of his 
contemporary scores sound like orchestrated 
piano music—possibly a product of his hav¬ 
ing to mock-up his music t>n synfhs. Canny 
EE/man, meanwhile, is today doing what 
Goldsmith used to do —write Busy orthes- 
trolly conceived and textural scares where 
the main idea, if any is constantly moving 
amongst dijfjfererti registers and insti lments. 

...Its now been almost five years since I 
signed up to FSM and I've stuck with you 
through thick and thin. 1 can only say, itis 
been excellent—what a shame it hasn^ 
always been backed up by the music t 
There’s been a lot of great stuff, to be sure, 
but certainly not as good as we had it 
even in the 1980s. You do have a point in 
mentioning Jerry Fielding in FSM more 
times than Columbo does Mrs. Columbo, 
and, having gotten myself acquainted 
with his stuff recently I must admit to 
feeling disappointed that he passed away 
so soon, Take for example the scene in 


The Outfit, where Robert Duvall breaks up 
(in nicely violent fashion) Mob capo 
Timothy Carey s card game, underpinned 
by a powerful cue scored foT cvmbalom 
and jazzy percussion. The electricity it 
creates could power a city for years! [Now 
there^ the best John Bender line that John 
Bender never wrote. -LK| 

The same goes Tor Georges Delerue. 
Every work I’ve heard by him iVe 
enjoyed, be it Silfcwood, Biloxi Blues or A 
UUle Romance. The passing of men like 
him and Fielding grows more acute with 
the arrival of yes-tnen like John Debney 
who pander to the temp track, in com¬ 
parison to Delerue and Fielding, both of 
whom possessed considerable strength or 
character and would not have acquiesced 
easily to three-week deadlines and temp 
tracks. \&e are living in an age of gutless¬ 
ness arid no longer have people like the 
above to speak up for their ideas and thus 
take film music forward. 

I must say, it’s not all bad. Its nice io 
see, for example, the rise of Elliot 
Goldenthal and Basil Poledouris, the lat¬ 
ter I consider to be the heir to Delemek 
crown as the king of the "people movie.” 
(Basil fans, while I like The Hum for Red 
October and Under Siege 2, what gets me 
going is Lonesome Dove and Farewell to the 
King.) Imagine having him on Somme reby 
or any other movie of that son. In those 
kinds of films, he is exceptional. 

You seem to have a problem with pop¬ 
ular movies and Mel Gibson. 1 dug The 
Rock and Independent Day, the former 
being an excellent action movie, while the 
latter is the best comedy Film to come out 
of America since Stir Crazy Maris Attacksf 
will never be as funny! Its a classic come¬ 
dy in the tradition of Emmerich and 
Devlink StarCate and Universal Soldier — 
they donl make enough of them! As for 
Mel Gibson. I greatly enjoyed Man 
Without a Face, Bmveheart and yes. 
Ransom, and it% dear to me that you have 
a problem seeing his presence on the 
screen. That is ceitainly your prerogative, 
but since he engenders such strong feel¬ 
ings of unpleasantness in you, how about 
just staying away from his movies? 

Jamie McLean 

12 Meek Place 
Catnbuslang, Glasgow G72 3LN 
Scotland 

l like Mad Max and The Road Warrior. / 
don't have any vendetta against this actor. 
I’ve just severiy disliked his Iasi two movies, 
Braveheart and Ransom. 

You know, there are composers today who 
sftch up for what they Believe. We don't hear 
about them because they don 't get work 


FSM Directions 

...I’ll go along with the recent subscrip¬ 
tion increase since you say it will expand 
the number of pagps. If so, please give us 
more reviews, not more interviews. In 
any case, many of those need to be tight¬ 
ened up. Some stretch beyond useful 
and/or interesting information and 
degenerate into rambling, tedious twad¬ 
dle with a few pretty inane questions, 

I subscribe to FSM for its reviews. 
From these I determine whether or not 
likely I’d enjoy the soundtrack, l wish Yd 
read the reviews before 1 bought The Tmth 
and the Light: Music of die X-Files, Then Td 
not have wasted my money on that mess 
l see few of the movies from which the 
soundtracks are taken, so could care less 
how well or not they fit the film. But 1 
understand this is an important factor for 
reviewers to consider (he, 1 dislike and 
never see westerns yet some of their 
soundtracks are among my favorites), 
Please limit reviews to one pro and one 
con. Thai’s enough for most of us to make 
a decision. When you run 4-5 of the same 
CD in a couple of issues, they turn into 
space-fillers or vanity press releases for 
the contributor and a bore to the readers. 
In selecting reviews for publication 
pick ones that describe the kind of music 
on the CD such as "sweepingly melodic " 

"high enei^y jazz band arrangements” 

"broad, heroic orchestral lanlares (I love 
fanfares!) and percussions,” etc. 
Especially note if Lhe score is based on 
any amount of classical music rip-offs. 
Either I already have the original or donl 
want it. I’m not interested in wasting 
money on a soundtrack padded out with 
public-domain classics that come with 
already built-in emotion triggers. 

Spare us the pedantic pomposities 
such as 'This is the sound of would-be 
fashion models strutting in St. Trapez and 
would-be race drivers checking them 
out, 11 As a musical description this is total 
gibberish. The only sounds that come to 
mind after reading this are those of click¬ 
ing high heels and heavy breathing. 

Also spare us the value judgments 
such as the greatest, the worst, the finest, 
poorest, etc,, usually accompanied by the 
assertion that anyone who disagrees is a 
know-nothing or worse. 

IVe been listening to music for over 55 
years and have sampled virtually every 
type of music ever recorded. Some I 
loved, many 1 rejected, but I’ve heard 
them. 1 definitely know what 1 enjoy lis¬ 
tening to, be it Vangelis or Verdi, Barry or 
Borodin, Tesh or Taneyer, Poledouris or 
Poulenc, Mancirta or Mancini. No 
amount of name-calling, implied or oth¬ 


erwise, by some top-lofty twit is going to 
change my tastes at this point. 

I'm looking forward to your new lay¬ 
out with the hope it includes more 
reviews. 

Ben Zwonechek 
FO Box 651 
Sun City CA 92586 

J love the alliteration in (his letter Its too bad 
we haven't had mare reviews in die last two 
issues, hut yes, that is one of the reasons 1 
wanted to expand (he magazine— and take a 
look at (his month] 

Trti sony i/not all the features and reviews 
are interesting to every reader, but for every 
penson who wants a “‘consume v reports* 
bribing on new aibtims, there's another who 
wants in-depth criticism and couldn't care 
less about actually buying film music. 

We have a stable bunch of regular review¬ 
ers. I hope people have come to recognize the 
individual tastes atid inclinations of myself t 
Jeff Band, Andy Dursin, John Bender; etc., 
and weigh those opinions accordingly in 
deciding which albums to purchase or ovoid. 

I had an idea for a new column in FSM, 
now that you are a resident of Tinsel 
Town: It would lae a monthly column 
called, perhaps, ”Ask the Composer, 1 ’ 
Readers would write in with specific 
questions for specific composers. You, or 
someone, would glean the answers from 
said composers and print them. 

It would probably lake a while to get 
enough material to prim but I think there 
are a lot of film music fans to supply plen¬ 
ty of questions And I think most com¬ 
posers arc quite willing to participate, in 
letter form, rather than by phone. 

Jack Nelson 
4733 Whu Mountain view Drive #8 
San Diego CA 92116 

This wotdd present certain k^istirctJ prob¬ 
lems, but would be interesting. My experi¬ 
ence is (hat it is hand, however, to get enough 
good, appropriate questions from fans Pius 
there are matters of accessibility : 1 guap antce 
that the three most-ashed compose rs would 
bejohn Williamsjerry Goldsmith and James 
Horner, and they are not easily available. 

Doug Adams and 1 have wanted for a 
while to send a set of the same questions to 
severed composers, and compare die different 
answm-^i.e. who do you admire, what was 
your most difficult project? Again, easier said 
than done! 

...As a fairly young (35) composer for film 
in Toronto in my third official year oper¬ 
ating my own business, my interests in 
topical reading are definitely motivated 
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towards all aspects of starting up and 
growing into this tight “word-of-mouth" 
industry, l arrived into this niche market 
by of ail things, happenstance OX when l 
was asked to contribute incidental music 
for an award-winning documentary on 
fanzine cultures called Comic Book 
Confidential by Ron Mann. I am proud to 
haw recently finished scoring my 11th 
film—and sixth feature—three of which 
were just premiered at the Montreal 
International Film Festival, 

Ever since that experience, my appetite 
for scoring to picture has been obsessive, 
as it evidently is For you and your reader- 
ship. 1 appreciate having the opportunity 
to gamer "stateside' 1 film industry info 
with FSM and relish the composer inter¬ 
views and any/all aspects relating to the 
technical and creative challenges that all 
composers for film must surmount. 

It would be great if you could feature 
more articles on “up and coming 1 com¬ 
posers, such as the Chris Lennertz inter¬ 
view (#61), and international composers 
outside the U.5., while cutting down (not 
out) the incessant reader letter bickering 
akin to a sport of “Composer’s Teams'" 
battling it out that, in my view, continues 
to take up loo high a space priority for 
such a small publication. 

As someone who actively goes through 
the complex and bizarre process of com¬ 
posing to picture, I find irrelevant your 
readers 1 long treatises about the virtues of 
one film score that disappoints them 
within a removed “album 11 context, Many 
assumptions about melodic development, 
leitmotif usage, orchestration choices, or 
plagiarism are lessened in potency 
because the music is not being imagined 


or physically listened to in the film com¬ 
posers absolute realm, i.e. musk: composed 
to and far the support of moving pictures. That 
is the motivating “dialogue 1 ' to which the 
film composer must sublimate his art— 
not the soundtrack collectors who will 
experience Lhe CD/vinyl release of the 
music in an estranged album formal. 

In short, watching the movie, listening 
and appreciating or not appreciating how 
the music supports the picture will be my 
finest and most constructive compliment, 
(I’m stilt uncomfortable listening to some 
of my scores without picture.) The re- 
sequencing, re-pacing, re-editing or sub¬ 
tracting of the film composerk incidental 
music cues on CD/album formats is an 
alteration and in fact mutation of the 
composer’s artistic intern. 

One, of course, must have opinions 
about music, but realize that Jilm music b 
unto itself: imagined, notated, rewritten, 
negotiated, rewritten, rewritten, orches¬ 
trated, arranged, performed and mixed 
for the sok purpose of giving breadth and 
breath to visual imagery. Thatis it. (Of 
course this statement is rendered mean¬ 
ingless if applied to the notion of “current 
(lavor 1 pop/mck recording aitists given 
reign in a film as a marketing device; the 
obscene inclusion of “Guns l rT Hosers" in 
Interview with die Vtimpre is but one that 
comes to mind,) 

Lest I ram on too much, I just wanna 
lend my vox of support to FSM and hope 
you’re not loo “burnt” to keep it up,,.. 

Nicholas Stirling 
Strange Nursery Audio 
350 Adelaide Street West 
Toronto, Ontario M6J 1B6 
Canada 


Going Once, Going Twice,.. 

...There are many fine mail-order dealers 
that sell new product for reasonable 
prices that are very knowledgeable of 
composers and film music (i.e. Screen 
Archives). Indeed, they should be utilized 
for obtaining new recordings. However, 
there are some of Lhese “auctioneers;' 
who deal in only used items, who have 
charged some outrageous prices. If l am 
looking for a particular CD/LF! please, Mr. 
Auctioneer, just tell me how much you 
want and then l will either agree (or dis¬ 
agree) with your request. 

Let us forget about the “bids." Hell, 
“Sotheby’s 1 " you are not I Folks, 1 can listen 
to any score on a duped cassette rather 
than the original CD when one of these 
auctioneers (extortionists) wants $100! 

We all must make a living, but let us be 
reasonable with one another and forget 
this auction-opportunism. My fellow 
travelers, let us stick together and if I hap¬ 
pen to have a soundtrack that you T re 
looking for, send me a cassette! 

On another topic, that was a greaL 
interview with Randy Edelman (#76), 
although I thought he “overstated"' his 
accomplishment on The Last of the 
Mohicans. I am in complete agreement on 
his comment that filmgoers did run out of 
the cinema and attempt to buy the 
Mohicans soundtrack.. However, clearly 
this was for Trevor Jones’s theme and not 
Edelmutik “fill-in/connecting' 1 pieces. 

jay Cox 
762 G Tremoni St 
Boston MA 02113 

The Knights of "Mi« " 

. .As requested in the “Classic 
Wacky/Goofy/Fun Scores” sidebar to the 
Vic Mizzy interview (#74), the following 
b a (brief) listing of "wacky" film scores. 
Most of them are from the 60s: 

Penelope (Johnny Williams, 1966, 
MGM SE-4426ST): “Sadaba" is a quasi- 
ethnic track; "The Mad Professor" has 
loopy, whoopy French horns, ending 
with a twang from a reverbed electric gui¬ 
tar “Poolside” b a wonderful Late-after¬ 
noon mood track, 

Not with My Wife, You Don't! (Johnny 
Williams, 1966, Warner Bros. WS-1668); 
Another ptetty/wacky score. For pretty, 
therek “My Innamoraia'" with a lush cho¬ 
rus, aud a rich string instrumental 
Johnny Mercer, who lyricized the affair, 
sings “Big Beautiful Ball 1 '—this track 
jumps! For the wackiness, how about a 
little 'Hungarian Jungle Music," 
“Defending Lhe Flag” 1 (shades ol Gilligan!), 
and “Foney Poochini.” A sonic delight 
from side-to-side. 


Max Dugan Ref urns (David Shire, 
1983): The main theme, played on clar¬ 
inet, is suitably whimsical. Hie end title 
has a touch of Old Mexico. No album, 
but a cut does appear on David Shire at the 
Movies on Bay Cities. 

Did You Hear the One About the 
Traveling Saleslady? (Vic Mizzy, 1968): 
The one with Ms. Differ selling player 
pianos. The end title is a lot of fun, with 
“gobbling ” guitars if 1 remember correctly. 

The Reluctant Astronaut (Mizzy, 1967): 
Why didtrt this gel an album on Decca? 
The main theme is one of the catchiest in 
Universal's catalog. Call it “‘Variations of 
Have You Seen the Muffin Man?"' a 
catchy tune, from a memorable score. To 
me. Mizzy—Mr, Mizzy if you please— 
writes melody You know, tunes: how 
many of todays crop can boast those? 

Marti Favorite Sport? (llenry Mancirri, 

1963) : Yet another “why didn't this...? 1 ' 
Wacky sophistication sums this up. Again, 
the accent is on melody, spiced with Mr. 
Mancini's inimitable jazz rhythms. My 
Litles would be “Something for Rock" 
(Willoughby”s Theme), ‘"Bear on a 
Motorcycle;” “Landing the Big One,” and 
l suppose, “Rock-a-poogee.'” Lots of fun. 

Wfjdi Minding the Mini? (Lalo Schilrin, 
1967); or: Lalo does the Swingle Singers, 
A “dabadbada” 1 main theme, with a dose 
of “Shall Wfe Gather at the River? 11 during 
the big chase. No album. 

High Time (Mancini, 1960, RCA L$P- 
2314, six tunes on Camden CAD 1-928): 
“High Time (Main Theme)" is a rouser— 
check oul that Luba solo! The “wackiest" 
selection would have to be “The Nutty 
Professor,' 1 not used in the film. Fox, put 
H er out on video—please. Basically (essen¬ 
tially) a big batch of big band tunes, all by 
Hank Mancini, except “Second Time 
Around,’’ by Cahn-\fon Heusen. This flick 
was the prototype for Bach to SchooL 

Green Acres: “Music to Milk By 1 ” (Vic 
Mizzy 1966): This is my favorite episode; 
it^ perhaps the funniest l Eleanor the cow 
eats Lbs radio, just as he was about to 
enter WPIXli “name that song" contest, 
The joke was that even though Eb was 
naming all the tunes, the tunes played 
were exactly the same! One of the tunes l 
remember resembles one in Mizzys Dorft 
Make Waves (1967, MGM SL-4483ST) 

The Patsy (David Raksin, 1964); Not 
exactly wacky but it does have Jerry 
Lewis's immortal “1 Left My Heart at a 
Drive-In Movie.’” A classy bit of Previnism 
during the restaurant sequence. Mr 
Raksin adds a touch of class to Mr. Lewis’s 
enjoyable story. 

5ex and the Single GhJ (Neal Hefti, 

1964) : The highlight for me is lhe chase 


COMING SOON: "MONTHLY" MONTHLY 

In n recent posting to FILMUS-L, the Internet film musk moiling list, someone suggested that I ban a 
certain topic in FSM For a month (I forget what it wos). I replied, 1 think I should ban menlions of df 
scores far one month/ lhe all-knowing, oil-seeing Recordmun (aka Mike Murray) then submitted a 
table of contents far such a new magazine, to be tilled just Monthly. Here is the 1st: 

Front page: cover photo of Granny from "Beverly Hillbillies/ 

p.2 Lukas ranis choui the ugly pastel tolars in LA. 

p.3 Listing of whot all symphony orchestras are not playing this month. 

p.4 Jeff Bond on funny spaceship pictures he saw as a kid. 

p.5 Andy Duran reviews the best Boston Babes of '% (and why he bets on them all). 

p.7 Recordman on black vinyl circles with pretty pictures. 

pel 1 John Bender explains why Ihose who disagree with him are utter fools. 

pi 1 1 John Stevens of Ausfrnlra praises the baseball-bur scene of Jfte Untouthabks, 

pi 14 Andy Lewandowski explains the differences between vinyl cirdesand aluinlnum/plastic circles. 

p.l 5 Six-page interview with Henry Goobe^ best bay during filming of Porky's Revenge. 

p.25 Bob Smith on record matrix numbers af Karen Carpenter first presses. 

p.24 Ad from Intrada showing bis of blank circles-—"rewly remastered in ADD " 

p.27 Score: Soundtrack Reviews: Listing of best sports events shown on ESPN. 

p.30 Tau] MqcLean discusses bagpipe music in light of hfs Scottish heritage. 

p.31 Letters la the Editor: Blank graffiti page—fill in your own obscenities. 

Back page; Ad for German bootleg CDs of voice only to Triumph of the Will 
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sequence that runs 10 minutes, kk essen¬ 
tially an ostinato for strings and haqusk 
chord, punctuated by cries of “faster, 
faster!,” “My taxi) my taxi!,” etc., culmi¬ 
nating at the LAX (with that cool Jetsons- 
style hotel), Naturally itk not on the score 
album (Warner WS-1572). which didn’t 
even make ir into the Schwann! Heflik 
first name is misspelled on the label. 

Harlow (Hefti, 1965, Columbia OS- 
2790): Tills score may nut be completely 
wacky, save for the tunes “Bathtub, 
Saturday Night," ''Carroll Baker A-Go- 
Go” and "Scrambled Egg?", it’s just that 
the story takes place from approximately 
1928 to 1937, and Hefti’s score is strictly 
1965. The Columbia LP was unfortunate¬ 
ly a re-recording, 

Guy MeLone 
187 Wdlington St 
Stratford, Ontario N5A 2L7 
Canada 

... Before the topic of the sick and silly '60s 
and the wacky world of spy-film music 
dies a lingering death, I would like to 
point out that one of the best examples of 
the type (ignore the fact that it had little to 
do with spying) cm be found in the 1966 
Peter ScIlciVNcil Simon/Vittorio De 
Sita/Bun Bacharach comedy A/ter die Fox. 
You get a good rasic of Cosrno Royaic at 
least a year prior, plus a hint ofj. Barry 
and a healthy dose of H. Mancini (to be 
fair, though, Mr, Mancini had already 
"owned" this genre for a while when 1966 
rolled around). You also get the only song 
performed by The Hollies with Peter 
Sellers as a member of the groupl The 
only catalog code [ can give you is the one 
for the soundtrack cassette: MCAC- 
25132. Forget the critics: The film insults 
everyone including critics and movie 
fans. Oh yes, if Mr Hollywood Big-Shot 


should run into co-star PaoJa Slop pa! Tell 
her, 1 still love her. Hubba, etc, 

A.j. Lehe 
132 N Court Street 
Talladega AL 35160 

...It is time to write about two film com¬ 
posers who deserve recognition for their 
outstanding contribution to film scoring. 

The first is John Scott for bis brilliant 
score for Antony and Cleopatra (1973), His 
music is so right for that time in history 
and the themes stay with you once you 
get immersed in his renditions. Other 


great scores by this talented musician arc 
The Long Duel, North Dallas Forty . 
Grey stoke, The Legend of Tarzan, Winter 
People, Outback, Crooks and Coronets, and 
most recently Far from Home, Walking 
Thunder and North Star 

The second composer is Michael J. 
Lewis, who recently released some CDs of 
his scores from over a period of 25 years. 
Prior to this his music was very hard to 
find except for his LP release years ago of 
Madwoman of Chailht, 

Being able to finally hear his great 
scores on digitally made CDs is a treasurc. 
His brilliant scores for The Medusa Touch, 
The Passage, The Legacy, Unseen, Julius 
Caesar, The Rose, and the Jackal, Sphinx, and 
Upon Hits Rock are tantalizing and not 
only whet your ears but your eyes as well. 
These two composers deserve the 
highest recognition for pure excellence 

Albert K. Bender 
PO Box 45713 
Los Angeles CA 90045 

.. After recently watching Hondo (1953) 
and enjoying the magnificent scene by 
Emil Newman, l began watching some 
other westerns from the '50s and found 
some gems. There was Franz Waxmank 
evocative score for The Indian Fighter 
(1955), Leigh Harlines solid Mart of die 
West (1958). Victor Young’s The Tall Men 
(1955) and Unamquered (1947) and the 
fascinating Day of the Evil Gun (1968) by 
Jeff Alexander. 

Tm sure there are many more. What I 
would appreciate is your enlightening me 
as to who Emil Newman, JefT Alexander 
and Leigh Harline are? 

John Francis 
8307 Crystal Points Lane 
Indianapolis IN 46236 
bigjohn@in.net 


Emil Newman (d. .1984) was 
another Brother of Alfred 
and Lionel; Jeff Alexander 
(L9W-1989) was a staff 
composer at MGM for many 
years, and Leigh Harline (l 907-1 969) had a 
long career working primarily for RKO 
Radio and 20th Century Fox, as well as 
Disney, where he was a composer on the orig¬ 
inal Snow White and Pinocchio. 

...Why wasn’t The Ghost and the Darkness 
nominated for an Oscar? Because Fierce 
Creatures made an Executive Derision to 
shut-out jerry Goldsmith! Did you know 
that only composers vote for composers? 
If you want to fight City Half you have to 
Firs! Contact them. If the nominations say 
“we respect you”; the Oscar says “we like 


you." That sounds like a Chain Reaction! 

Carl Silverman 
655 E 14 St 
New York NY 10009 

h this letter from The Lonely Guy? See Jeff 
Bond's review column for similar thoughts 
about Ghost and the Darkness. Personally, 
f suspect it was not nominated., because peo¬ 
ple didn't tit ink it was good enough. 

Deep Thoughts 

...I read with interest the interview with 
Randy Edelman (#76); however, like 
most new or modem composers, I think 
he makes the "mistake" of creating a nice 
melody and -'beautiful" cues. This 
reminds me so much of what John Barry- 
said in his Moviola documentary that 
most younger composers fail to get into 
the dramatic aspect of the movie and 
therefore we get scores that are “music," 
yet few can make adequate headway 
''into 1 ' the movie and characters. 

Take The Satan Bug by Jerry 
Goldsmith: the music is ugly, weird, yet in 
my opinion saves the movie from obliv¬ 
ion. It is appropriate music, and the beau¬ 
ty is in the creative force. (I want to pub¬ 
licly thank Jim Wytiorski, by the way; he 
is the president of Sunset Films 
International and kindly sent me a video¬ 
tape of TV Satan Bug from the new 
laserdisc, ot the visuals and isolated 
music-and-eflfect track of major scenes. 
No charge! Just a note saying he saw my 
ad in FSM and thought I d enjoy it,) 

Last of the Mohicans has a pretty score, 
yet fails to evoke anything “in’* the movne. 
Trevor Jones's music is interesting; 
Edelmank would rather say nothing. 
Maybe today there is nothing there to 
score—and yet Herrmann and Goldsmith 
in the past, and today even Fenton, can 
get into the heart of the movie I think a 
lot of young composers and directors 
should watch carefully both Moviola and 
Bernard Hemmmn: Music from flit Movies, 
not once but many times. Both Barry and 
Herrmann get to the “heart’' of what a 
score should be—and it's not just 
“music," (The Jerry Goldsmith documen¬ 
tary, Film Music Masters, is good loo, 
although 1 was shocked to hear the direc¬ 
tor of The River Wild tell Mr. Goldsmith lie 
wanted "threatening music, but not too 
ominous, 1 '' What does that mean?) 

To the matter of the Soundtracks an CD 
price guide by Bob Smith: It bums me up 
that a certain collector sends memos to 
people that trade with him stating that the 
book is all wrong. Then I saw r an article tn 
Soundtrack! magazine blasting the guide 
foT not including bootlegs. That so many 


collector use the guide as a “guide’" 
speaks for itself; to me and others this has 
been a valuable source, 

I wonder if any reader has noticed the 
following regarding Ennio Morricone 
Once upon a time Morricones music was 
fierce, with kick and power. All of the 
sudden, with the departure of conductor 
Bruno Nicolai, the music lost its power 
and inventiveness. This occurred in the 
mid-70$, and later Nicolai died (in 1991, 
I believe). However, listening to Nicolai is 
own output I hear what probably hap¬ 
pened Just listen to Defense de Sawn; 
100. BOO Dollars/or Ringo, I! Conte Dracuia, 
and Tronn efrl Fuflco. I hear in these a lot of 
the Morricone that gained international 
recognition, the Morricone whose sound¬ 
tracks I would buy or movies I would 
watch on his name alone. Could it be that 
it was Nicolai who co-authored 
Morriconek early output? All l can say is 
''hear the di(Terence"—which is not to say 
that Morricone is not good, but the 
urgency and passion of his music disap¬ 
peared with Nicolai, 

Responding to John Barrys comments 
in regard to tempo (#75), that music can 
accelerate a scene or not is a very debat¬ 
able issue. Gfoiy and the chaining of the 
foil is scored by James Homer wiLb 
almost dreamy music, giving it an aural 
experience of intense anguish Chain 
Reaction's ice chase is fast and furious 
music that adds excitement. Barry’s sp- 
tial music can add intensity with bass 
tones to a very fast scene. Which is best? 
I think they arc all good; the approach is 
different, yet very effective in all cases 

One Iasi question: Why on earth does 
Kandy Edelman keep using those irritat¬ 
ing keyboards when he is got an orchestra? 
1 find his music good, yet irritating, and 
watching Dragonhcart was truly annoy¬ 
ing. Can someone tell him this? 

Alex Zambra 
5644 Lawndale 
Houston TX 77023 

I'd love to td) Randy Edelman that. 
Reportedly he enjoys playing keyboards and 
having his own synfh perjormanees blended 
with the niches! ra. 

On the Morricone mattei; people have 
speculated as to Bruno Nicolai's input, and 
there i.s some consensus that lie corn riba ted to 
Morriconet classic sound and performances. 
But for my money comparing post-breakup 
Morricone with independently composed 
Nicolai, there's no confusion as to Vfio was 
Morricone” that would he Morricone. // 
Nicolai was the shiny ooai of paint, the ap¬ 
pearance and look , then Moniceme was the 
car and (he engine making ft go. • 


My friends, the Mail Bag exists as a forum for 
you. Nof as clumsy or as random as the Internet.... 
an elegant weapon, Irom a mare civilized time. 
Send your letters in today! -LK 


12 


Film Score Monthly 


Vo! 2, No .3 * May 1997 




SOUNDTRACKS UNLIMITED 

BUYS • TRADES • SELLS 

CD AUCTION 

|1| Hocus Pocus (Debney) Promo 

(2) No Way Out (Jarre) Varese 

(3) Oceangirl (McDonald, Stone) Oceanic Music 

(4) Under Fire (Goldsmith) Warner Bros, Japan 

(5) Mark McKenzie: Orchestral Film Music Volume 1 (promo) 

(6) Basil Poledouris: Honor and Glory (promo) 

Ends May 31st 8pm PST * Only tradt offers accepted on prom CDs * Minimum bid $50.QQ 
on Hie others (or an acceptable trade) * Call or write io bid * Caller receives lotesl offer 


For Sale or Trade 

Antony and Cleopatra (Scan) 10$. $20.00 

Beast, The (Idiom} ASM $20.00 

Cable Guy, The (Oltman) (storel promo (trade only) 

Casualties of War (fAiHikone) Columbia 525-30 

El Cid (Roza) Sony $20,00 

Guns of Navarone, The (fiomkinl Vorese $25,00 

Living Pictures (Ceotoao) (nde* $40.00 

Nightmare on Elm Street I/ll, A (C Yeung/ 

C, Bernstein) Yorese $30.00 
Quiller Memorandum, The tBcrryJ Varese $35,00 
Red Shoo Diaries (dirtier) preme (for trade only) 
Snow Queen, The (Unkola) Finland^ $20.00 
Spirit of St* Louis, The (Murrain] S20.G0 
Trouble in Mind (IsFiom) Antilles $20.00 
Stanley Myers: Music from Films (Milan) $15.00 
Story of Indiana Janes and the Last Crusade 
(Williams with narration) Disney SI 5.00 
+ many, many morel 


Wanted 

Cardinal, The (Moross) Preamble 
Cherry 2000 { Poledouris) Varese Club 
Fly Away Home (IshamS Piano 
Jane Eyre (Williams) Silva Screen 
Serpen! and the Rainbow (Fiedd) Varese 
+ many more (please inquire) 

+ New Releases 
+ Bargain Basement CDs 
+ Valuable Information in Our 
Free Monthly Catalogue 

Arthur Grant 

c/o Soundtracks Unlimited 
10751 Pose Ave #211 
Los Angeles CA 90034 
(310) 839-1193 



CD AUCTION: 

1) Under Fire Goldsmith Minimum Bid $95.00 

2) Body Parts Dikker M.B. $40.00 

3) Rairttree County Green (scaled orig. issue) M.B. $75.00 

4) Thunderball Barry (sealed) M.B. $20.00 

5) 0.H.M5S. Barry (sealed) M.B. $25.00 

6) Man with the Golden Gun Barry (sealed] M.B. $25.00 

7) Kilting Fields Oldfield (sealed) M.B. $20.00 

8) Forbidden Zone Elfrnan (sealed) M.B. $30.00 

9) Raggedy Man Goldsmith M.B. $125.00 

10) Willow Horner (sealed) (import) M.B. $100.00 

11) Year of the Comet Mann (sealed) M B. $20.00 

12) Tom Curtain Addison (sealed) $25.00 

Bids must be mailed or faxed. 

Closes Friday, June 6 at 6PM CST. 

First dass insured mail paid by me on all, 
unless desired otherwise (UPS, etc.). 

ALEX ZAMBRA 

5644 Lawndale, Houston TX 77023 

fax: (713) 921-5082 * phone: (713) 921-1110 

(Phone for updates only, 5PM-6PM weekdays CST, ask for Maria) 


"Sea of Dreaming" 

A New Instrumental Album - Music by Hans Karl 
Available by Mail - $13.99 plus shipping 

Hans Karl r s music mixes electronic and acoustic instrumentation 
to create "visual" compositions with strong emotional appeal. 

Composer Promotional Pressing of hOOO CDs 

Hans Karl, 461 S, Chatham Circle. Apt. F, Anaheim CA 92806 
phone: (714) 632-9489 


CP Awction 

Auction will dose on Saturday, June 14 
at niidniglil. All trades will be consid¬ 
ered as bids. Call or write for info. 

Awakenings R. Newman 
Batteries Not Included l Horner 
Classics II Cinema Gala (London) has 
Excalibur, Witches of Eastwick 
Dreams + Themes P. Williams 
Dust Devil 5, Boswell 
Georges Delerue Vols, t + 2 (2CDs) 
(lias Police Python 357) 

Head Above Water promo) C. Young 
Housekeeping M. Gibbs 
How the Grind! Stole Christmas (TV) 
John Denver & the M up pets 
(A Christmas Together) (TV) 

Le Bnssu de Notre Dame (Disney 
French version, extra music) 

Link J. Goldsmith 
Mystic Warrior (promo) G. Fried 
Norman Rockwell Christmas, A 
(documentary) Varese 5441 
Raggedy Man J. Goldsmith (Varese Club) 
Au Revoir les Enfants (various) 
Regarding Henry H. Zimmer 
Space Ghost Coast to Coast (prnmo) 

S. Sharrock 

Tales from the Hood (promo) C. Young 
Torn Takemitsu: Music of Tree Vol. IV 
Unforgettable (promo) C. Young 
Virtuosity (promo) C, Young 
Walt Disney's Fantasia (2GD orig. 


Buena Vista] 

Weeds A Badalamenti 


Have for sale 200+ CD stks, S5-S10. 
See F5M issue V2 r Nl or call or write 
for updated list Also have LPs, 
laserdiscs and cassettes. 


CP Want List 

Will Trade or Pay Cash 
The Blob • Blood in, Blood Out 
Blue Iguana * Cherry 2000 
Chouans 

Friday the 13th (Fr. Milan! 

Grand Prix * Hoosiers (Japan) 
Octopussy (ASM) 

Horse Soldiers (Japan) 
Krush-Groove (Spectrum) 

King Kong 1 (Scott) 

Le Complot * Rhinestone 
Sunchaser * Superman II + lit 
Tail Spin * Tokyo Blackout 
To Dance with the White Dog 

• Specializing in Rare + 

Out of Print Obscure Titles 

• Titles Arriving Daily 

• Send All Want Lists 

LEIGH BUCK 
6736 Anthony Ave 
Garden Grove CA 
92845-3006 
(714) 894-6117 
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For the better part 

of a decade, Michael Fine has 
headed up an ambitious record¬ 
ing schedule at Koch Inter¬ 
national, one entailing not just 
important repertoire in Ameri¬ 
can concert music but sub¬ 
stantial forays into film music. 


his last day with Koch. He^ been tapped by 
Deutsche Grammophon to serve as die German 
labels vice president of A&R, a role that presum¬ 
ably means lumors about Deutsche Gram- 
mo phoiVs interest in film music re-recordings may 
at last come to fruition While he packs for the 
move to Hamburg, 26-year-old Susan Napodano 
DelGiorno will take Fine’s place at Koch. 
DelGiorno, who’s been with Koch five years, says 
it's her intention to pursue some of the same direc¬ 
tions Fine clraned out. “We're going to see if we 
can go forward and if we can do it better, 11 she said, 
adding that she would love to continue the suc¬ 
cessful Rdzsa series. 

For all of Rozsa’s acclaim in scoring biblical 
epics, Nick Rdzsa says the recording of his father^ 


great literature. It's never going to be a mass mar¬ 
ket, but in some ways that makes it easier for 
someone like me. If you know the audience you’re 
targeting, you can target your marketing and your 
advertising and actually spend less money and 
theoretically make more money. I've always had 
this theory that classical music really supported 
the pop industry Sure, we don’t sell anywhere 
near as many albums, but we know if we pul out 
a recording of virtually anything we’re going to sell 
our few thousand copies. Pop involves vast sums 
of money with great risks and no guarantees of 
success. But if you put out a recording of a mas¬ 
terpiece, there’s an audience for it. I mean, l wish 
J was the person who had the rights to the Jane 
Austen novels. They've been selling continuously 


The Record Producer Formerly of Koch International 

Michael Fine Mikl6s Rdzsa 


In fact, if he never produces another 
film music album, he’d still keep the gratitude of 
film music devotees, thanks to his decision to 
oversee major re-recordings of such scores as 
Elmer Bernstein's The Magnificent Seven and Mi kids 
Rdzsa 5 El Cid. More recently he produced albums 
of music by Victor Young (including, at long last, 
a suite from the western 5fume) and Alfred 
Newman (including suites from Withering Height, 
Prince of Foxes and Prisoner of Zmda), In addition, 
he’s won praise for continued efforts to illuminate 
concert works by film composers, including 
Bernard Herrmann (such as the composers wittily 
engaging Currier & Ives Suite, worthy of any pops- 
concert program) and Jerome Moross (including a 
remarkable symphony). Happily film music is a 
form that continues to fascinate Fine, even if some 
of the films themselves most definitely do not. 

Case in point: Film noir classics such as Double 
Indemnity, The lost Weekend and The Kilim. Fine 
doesn’t particularly care for the films, but he rel¬ 
ishes the dark, ang^t-ridden music composed for 
them by Miklos Rdzsa. This spring saw Finek pas¬ 
sion for the music celebrated in a new CD of 
lengthy suites—26 minutes of Double Indemnity, 
33 minutes of The Lost Weekend and an 11-minute 
suite to The Killers . The release comes along with 
yet another Koch CD of Rozsab concert works, 
including the Hungarian-born composer^ violin 
concerto. Recently, Fine was in New Zealand 
recording two of Rdzsa’s other concert works—the 
piano and cello conceit!—also for Koch. He was 
also overseeing an album of Komgold film suites, 
including The Sect Howh, The Sea Wolf Juarez and 
The Private Lives of Elizabeth & Essex. 

Ironically, the film noir release comes as Fine is 
embarking for new horizons. April 14th marked 


film noir suites is long overdue. "I remember him 
saying that was the period he raosL enjoyed,’' the 
composer's son said. “1 know he enjoyed Ben-Hur 
tremendously and The Thief of Bagdad was always 
a favorite, but he loved the film noir scores. He 
sometimes used to joke that he felt like the AI 
Capone of music!” Nick Rdzsa also heartily 
endorses Fine!; belief in lengthy suites which allow 
major themes and motifs from a film the space to 
develop as pure music. “1 mean, two of the suites 
on this album are about a half-hour long,” Rdzsa 
said, “and they have an almost symphonic feel to 
them. 1 hope people will appreciate them from 
that perspective.’’ 

Interviewed shortly before announcement of 
his decision to hook up with Deutsche 
Grammophon (and, thus, possibly yielding hints 
of what may now spring up at DGj, Fine proved 
an easy person to converse with, to a point. He’s 
politely guarded in his comments regarding other 
labels (and no wonder, as it turned out!) but is also 
surprisingly free hi discussing his own projects, 
including what he regards as misfires. 

M Whitaker. I've seen and heard conflicting repoits 
on how the classical market is faring You're running 
one of die most unique classical labels of all—one now 
heavily involved in film scores. So how is the market? 

Michael Fine: Fm very optimistic about the classi¬ 
cal market. I’ve always been optimistic about it 1 
know that every day thousands of people, 
whether due Lo a genetic defect or their upbring¬ 
ing or what, they suddenly discover that—hor¬ 
rors 1—they love classical music. I did as a boy and 
l had some impetus from family but there are peo¬ 
ple who are just now discovering it and loving it 
lt!s just as there are always people discovering 


by Bill Whitaker 

since the last century. Again, it all depends on your 
perspective. Itk wonderful to sell millions of copies 
of records, but not if your records are costing mil¬ 
lions of dollars. My only concern about the future 
of the industry is those people who say it's a lost 
cause They're chasing trends and if you do any 
investing, the only person who gets rich when you 
chase trends is your stock broker on every trade. 
But if you stay the course, 1 think you’re going to 
come out ahead and on top. You probably won't 
become the next Bill Gates, but how many Bill 
Gates do we need in this world? 

BWz Some of the reports l see allude to the number 
of, say, Beethoven sets still coming out, usually from 
conductors who have nothing new to say on Beethoven. 

MF; 1 won't point any fingers, but major labels 
are spending far too much money on releases that 
don't make any sense. And when they don’t make 
any money they’re the ones who get the press say¬ 
ing business is bad. We re not trying to mimic the 
lifestyles of the leaders of pop culture Hs all a mai¬ 
ler of perception. This idea that if you don’t have 
a mass audience you’re nowhere is just ridiculous 
I have a very comfortable situation. Fm able to 
record music that I love and care about, share it 
with a nice audience, and make a living at it. To 
me that’s good. And regarding the standard reper¬ 
toire, look at all the films that have been made of 
Pride and Prejudice or some such thing. Each gen¬ 
eration brings its own sensibilities to a classic 
work. That's important, tach generation has an 
obligation to interpret die great masterpieces. 

Admittedly not all of them will stand the test of 
time Now, it’s true ihc market is crowded, and 
there is a message going out all the time that things 
that don’t have mass-appeal are not important. But 
1 know that’s not true. It's like classic clothing, it^ 
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always going to be there, 

BW: So how arc film music re-recordings Jitting in/a 
all this? 

WF: Well, our recording of Die Magnificent Seven 
was number five on the Bi/Ibaard chart. That was 
certainly a symbol oT its sales. We made money on 
it, the orchestra made money on it. 1 think it did a 
lot of good for all of us. We’re very content with 
the sales of our film scores. 


talked or how we could present it 
without constant reference to the 
films themselves. 

BW: How did he Jed about that? 
Wasn’t he one of these composers who 
put /i/m music on one Jew! and con¬ 
cert music on another? 

m: Not at all The thing about 
the E/ Cid that we did that was 


the res no time for a conductor to develop the 
themes. But l went ahead and did it anyway with 
these recordings involving conductor Richard 
Kaufman, mostly because l simply love Alfred 
Newman’s Withering Heights suite and we did it 
with the choral ending. That works for me, and l 
think it’s one of our mosL beautiful recordings. I’m 
veiy proud of it. Then again, when we decided to 
do three of ROzsas film noir scores s 1 asked 
(orehestrator/ananger) Pat Russ and Nick Razsa, 
Dr. ROzsa’s son, if we could expand the traditional 
suites already available so that our conductor, Jim 
Sedares, could develop them. So we commis¬ 
sioned longer suites, because l very much wanted 
time for the music to develop as music. I think 
that worked quite well, too. 

You know, one surprise—it’s always funny 
when you’re in the studio, what you think is the 
most significant. In the studio we didn't really care 
much for The Killers. Bui listening to it after hav¬ 
ing edited and mastered it, we think ''Prison 
Stare,” the second movement of The Killers suite, is 
one of the most beautiful movements I’ve ever 
heard. It reminds me a lot of the second move¬ 
ment of the Barber Second Symphony. 

BIV; Which, of course, you also recorded some years 
ago for the Stradivari label, 

JIAF: Yes. 1 have a great affinity for that work. Pm 
also very impressed with ihe way The tot Weekend 
turned out. But I’ve got to give most ciedii to our 
conductor, James Sedares, When you go lo make 
these recordings, we do what we call rehearse/ 
record. Basically, the orchestra sight-reads a sec¬ 
tion, then we record it. Jim is so good at this that 
the first readings of Double Indemnify and Lost 
Weekend already had shape. His ability to create an 
interpretation from scratch is remarkable. 

The hardest one of all was the Rozsa symphony 
we recorded a few years ago—the parts were a 
mess, there were a lot of things that werem clear. 
And Jim has never conducted lhe.se works in con¬ 
cert, the orchestra had never seen them. We have 
five twoand-a-half-hour calls with about a half- 
hour of break, and to go in there and from scratch 
create the sense that this is music they ve done 
before is tough. He is an extraordinary conductor. 
It’d be one thing if bed bad a chance to do these 


meaningful to me was it didn’t really have a refer¬ 
ence to the film. Things are in a different order, 
one cue is not in the film at all, but it is El Cid as 
Rdzsa heard it in his musical imagination, as if 
there had been no film, as if basically it had been 
a tong rone poem on EZ Cid. Ha^ng recorded it, it 
has certainly enhanced my enjoyment of the film, 
but for me it’s entirely a piece of music. Now, what 
impresses me with Elmer Bernstein’s The 
Magm/iccnt Seven is the same thing—how long it 
holds up as a symphonic score. Ag^iin, we made it 
without constant reference to the film, though, of 
course, the fact it is linked with the ftlm in peopled 
minds and hearts does help in marketing it. 

BW:h !; a lenific recording, proof again that lengthy 
suites or even recordings of virtually complete scores 
can he musically jtistt/jaHe —and enjoyable. 

MF: Well, that’s whats funny about a couple of 
discs IVe just done, the ones of music by Victor 
Young and Alfred Newman. You know, 1 said I 
would never really appreciate those recordings 
that had four- and five-minute suites, because 


BW: How did you get into fhe/ilm music re-record¬ 
ing business? So many classical labels have yet to dis¬ 
cover such a thing. 1 mean, Nonesuch is getting into die 
business at long /as/, and Deutsche Grcmimophon has 
supposedly considered it, but many labels continue to 
pass on this sort of thing. 

NIF: For me, it was always a music thing. A lot 
of people assume I’m knowledgeable in film. 
Invariably I’ve seen the films after IVe recorded the 
music. When 1 look at the continuum of classical 
music, thereb a sort of dichotomy in the 60s, 
when some of the avarn -garde decided to ignore 
the continuum, the history, and 1 don’t view what 
they did as a continuation but a sidestep. Then 
you had people like Bernard Herrmann and 
Mikl6s Rozsa who continued in the romantic tra¬ 
dition, going funher—post-Mahler romantic tra¬ 
dition, if you will It’s like the Bernard Herrmann 
symphony we recorded. Its a natural outgrowth of 
what came before. The same with the music of 
Rozsa. When l met Dr. ROzsa, one of the things we 
talked about was music for films as music—we 
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works in concert and live with them, bui to just 
sort of pull them off like Lhai is an extraordinary 
gift. I’m fortunate to work with him. 

BW: He's very good . But has he ever come up to you 
and said, “Ail right, Fine, Fve done enough 0/ these 
damned Jilm filings, haw ahauf letting me take a crack 
at Shosiufcovich?* 

MF: No, and the reason why is that he under¬ 
stands the business as well. He understands that 
recording careers and concert careers are very sep¬ 
arate. Unfortunately the way the business is going, 
its very hard to have a young artist consider doing 
standard literature. I mean Jim and I have worked 
together recording the Beethoven piano concent 
and the Pictures at an Exhibition, Night on Bare 
Mountain and the Bach-Stokowski Toccata and 
Fugue in D minor, and weVc done a Copland 
record. The real irony is that what he does best is 
the standard repertoire I was listening to an Eroica 
of his in Phoenix that was second to none. He’s a 
great conductor and he makes it happen. It’s not 
easy to go into a studio and create an interpreta¬ 
tion with nothing to base it on. 

BW: Bach to Rd^sa. With a!! due inspect to his hih- 
Itcal/ifnis* El Cid and all that, Fve always fell his peri¬ 
od in die ‘40s and early *50s, including the Jilm itoir 
scores, offered by Jar his most interesting music. Fm 
amazed itfc taken this long for them to be re-recorded 
in extensive form. Whai caused you to consider the 
Ro^sa/dm noir album? 

MF: Well, l have this funny, debilitating disease. 
If 1 like a composer and I like his idiom, 1 tend to 
like almost everything that composer wrote, Vm 
nuts about Delius, for instance, and l tend to like 
everything he wrote, because 1 tike the idiom and 
the sensibilities that go into it. Now, l know that’s 
a minority taste in this country, possibly even in 
Britain. As for Rozsa, I always find there’s more 
and more to explore. You know the only score of 
his that I’ve heard that didn't do anything for me 
was the Lady Hamilton film. Possibly if l sat back 
with the music, away from the movie, 1 might like 
that, too. But the film noir scores are profoundly 


MF: You ’re going to laugh after all the praise 
we've gotten on the Magnificent Seven album. It 
was my fault—l saw the movie only after l made 
the record—but there are two wrong chords. They 
drive me out of my mind now Eve just heard 
timer’s going to do ihe whole thing We’re renting 
the music to Varese Sarabande. 

BW: He wants to do the whole thirty a0n? 

MF: Yes. I love our recording, but l certainly 
understand if he wants to do his own. Anyway I 
mentioned to the gentleman from Varese that Yd 
sure love to have those chords fixed! Its in the cue 
"Strange Funeral" 

BW: Well, l can’t blame you for not warning to sit 
through diejilm. J guess ifs m>i very trendy to say this, 
but its a horrible film t mean p there Ye some good 
scenes but as a whale ifk pretty weak. 

ftftF: l don’t get much out of the film. You know, 
l have to laugh. 1 was in the back yard mowing the 
law'n, just after our recording came oul, and some 
guy phoned. I don’t know how he found me, but 
he was on the line saying, "l hate that recording of 
yours!" 1 said, “Well, I’m sorry but why don't you 
like ii?” And he said. "Its not exactly like rhe film T 
1 said, "How could it be? It’s not a soundtrack, it's 
a reconstruction, a recreation” 

BW: That must be disheartening to heat; especially 
on projects as mammoth as, say , EL Cid. 

MF: On that, Christopher Palmer had just begun 
to become sick He did one of the cues of FJ Cid f— 
the pasace music—-just before he died. Two of his 
students filled in the rersi of the ggps. In the record¬ 
ing sessions, of course, we take certain liberties 
with what we have to work with because there are 
always things that don’i make sense. With or 
without reference to the film, we always exercise 
our critical, editorial and musical judgment on 
everything we record But Pat Russ, who's been 
doing some of our reconstructions lately, is very 
good with us. It was so ironic. Wc found out 
Magnificent Seven won the Deutsche Schallplatten 
the day Christopher Palmer died. My wife and 1 
were in London and visited him m ihe hospital the 


[asling mere minutes and saying virtually nothing. 

MF: The idea with us is to create a piece where 
something could happen musically l also think 
Rdzsa-—unlike Herrmann and some of the oth¬ 
ers—worked best in a longer, more symphonic 
form, that development of an idea was something 
he could do as well as any major composer. To 
permit anything less in our recordings would be to 
do an injustice to the music, l mean, 1 sure wasn’t 
interested in making a souvenir of three movies 
that 1 don't even like! 

BW: Well, Double Indemnity is quite a classic, and 
so is The Lost Weekend. Bu( overall J /hinfc youYe 
right. There are so many stellar film scores for less- 
than-stdlar films. In any case, the Double Indemnity 
score is a very austere work—cts you say , Hack and 
white. You know, f was surprised to hear that the music 
was already available in shortened form. 

MF: There were existing suites available for rent 
that are occasionally performed, 1 would guess. 
Mfe just decided to expand them. I really thought 
the music needed to be developed more. 

BW: So many critics are forever castigating film 
music because the hi usic doesn't seem to develop much* 
yet when were given short suites of these things, so 
often they're just the main tide and love theme and 
there's no development. The thing is, these themes are 
quite often developed in the full scores, and with great 
JIait and imagination. 

MF: Another thing that’s vitally important is the 
transitional music. 1 really enjoy rhe transition sec¬ 
tions in music, and when you do these short 
suites, there's just modulation, next tune, as 
opposed to really letting the composer create the 
change. I mean, look at Wagner’s Dos RJirincgold, 
in which the Nibeltmg music becomes the Valhalla 
music over the course of lime It’s done so bril¬ 
liantly. Whether you're a musician and know it 
consciously or a casual listener getting it all sub¬ 
consciously we're dealing with the same types of 
greed and Lust and evil and that sort of thing. And 
Wagners been nice enough 10 give you ibe time to 
figure ir all oui Now, for conductor the hardest 


Major labels spend far too much money on releases that don't make any sense. And when 
they don't make any money, they're the ones who get the press saying business is bad. 


brooding scores. We said in our liner notes that no 
one else painted better in black. These scores are 
about the city, aboui alienation, and l think Miklds 
Rctesa was a man who felt very much cut of place. 
Here was a mar. whose image is always that of a 
dapper, courtly. East European gentleman, always 
in jacket and lie. walking around in the hot sun of 
Los Angeles or on a soundsiage, yet still a man of 
Old World tastes. He came from a landed 
Hungarian family and he was a gendeman and l 
think there always was this nostalgia ahont him, 
this sense of loss almost, though in a very kind 
way, I think for some reason that sense of alien¬ 
ation plays very well in the film noir genre. 

BW: Well, it certainly is a different shade than, say, 
your recording o/The Magnificent Seven. 


day before, and the next day we got the call we'd 
won the Deutsche Schallplatien and 1 rang up the 
hospital to tell Christopher, They told me he'd just 
passed away It’s odd, but the day l started to edit 
E! Cid was the very day Rdzsa died. 1 was going to 
give him a call 

BW: Fm sure he wouJdVe loved to have heard dial, 
MF: Well, Rdzsa’s family told me this series of 
recordings we’ve undertaken had given him a new 
lease on life In a funny sort of way, by stalling 
work on El Gd f I thought he might hang in there 
a little longer, but it wasn't to he 

BW: Well, Vm impressed we have lengthy suites an 
this film noir album, J Fiinha/cwcandHClOfsafjdpm- 
ducere are finally getting die idea that this material 
should be treated with more respect than some suite 


thing la do is effectively make that transition. 
There's a lot of conductors who can’t do it and we 
have to do it in the editing room, 

BW: The New Zealanders must k a marvelous 
hunch. How do they respond to all this? I mean, when 
they see Michael Fine and his wife Tamm and James 
Seda res, /hey must he thinking, “Oh : no, what now?” 

MF: Well, I’ve been going to New Zealand for 
ten years now and I look at it as a home away from 
home. I mean, I dream about the place Its the 
only place I go where on the very last day. I say to 
my wife, "Do we really have to go home?’’ And it 
has a very f . very social orchestra. It has a lot of 
young Americans, a lot of very talented New 
Zealanders. Its international in the best sense of 
the word There's always been a lot of enthusiasm. 
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Rozsa Noir 


M iklos Rozsa liked to joke 
that as a film composer 
he had been typecast 
four times: In Hollywood nothing 
succeeds like success and if you 
prove yourself good at doing some¬ 
thing they want you to keep doing it " 
First came the identity with exotic set' 
tings, touched off by The Thief of 
Bagdad (1940], Then the film noir 
period, with items like Doubfo 
indemnity (1944) and The Killers 
(1 946), leading to a slew of movies 
of psychological dromo coused by 
the success of 5pe//jbourid (1945), In 
1951 he entered what would become 
an acclaimed specialty, the scoring of 
films of biblical and historical nature, 
starting with Quo Vadis? and contin¬ 
uing with Ivanhoe [1952], ’foung 
Bess (1953), Ben-Hur (1959] and El 
Ctd (1960). 

Much as he may have objected to 
the term "typecasting/' there is little 
doubt that what first comes to mind at 
the mention of his career is his suc¬ 
cess with the biblical and historical 
epics. But how typical of him as a 
composer is that aspect of his output? 
It might bo argued that it is not at ell 
typical, since there is little comparison 
between those scores and his non- 
film works. He always claimed that 
his film music and his absolute music 
were separate bodies, while allowing 
that if any aspect of his movie scoring 
might be allied to his concert and 
chamber works, it might be the scores 
he wrote for films noir The films that 
most challenged and involved him 
were those of darkly dramatic nature, 
such as The Killers and The Lost 
Weekend (1945], and anyone famil¬ 
iar with Rozsa's Symphony of 1930, 


his various concerts and particularly 
his Sinfoma Concertonte (1957] will 
have no trouble recognizing the styl¬ 
istic relationship. 

In making Double Indemnify Billy 
Wilder, who co-scripted with 
Raymond Chandler from the James 
M, Cain novel, asked Rozsa not to in 
any way glamorize the film, although 
that is what Paramount would have 


preferred. The studio's 
music director felt that 
the rhythmic and harmonic asperities 
Rozsa used in this score belonged in 
Carnegie Hall, not in a film. For¬ 
tunately, Wilder stood by his com¬ 
poser and not a note was changed, 
resulting in on Oscar nomination. 

Double Indemnity is uncomprising¬ 
ly noir, There ore no appealing char¬ 
acters in this cold blooded drama in 
which a woman (Barbara Stanwyck) 
seduces a glib insurance agent (Fred 
MacMurray) into helping her murder 
her husband so she can collect on a 
double indemnity policy. For this stark 
story R6zsa wrote a stark score, 
emphasizing, albeit subtly, the ugli¬ 
ness of the people and the situation. 
With much of the story told in flash* 
backs by the badly wounded insur¬ 
ance man, Rozsa uses a nervously 
running motive for tremolo strings to 
set up each stage of his confession. 
Especially effective is his theme for 
the woman, voluptuous in an edgy, 
sordid sort of way. The nature of the 
film is immediately revealed in the 
credit title sequence, o$ the husband' 
victim limps on crutches in the dark, 
with Rozsa matching his dragging 
footsteps in a lugubrious timpani beat 
a la marche ivnebre . Wilder and 
Rozsa had indeed created a film noir. 

The Lost Weekend , yet another 
Billy Wilder classic, was also noir but 
with a goad deal more compassion 
in its intent, It was Hollywood's first 
honest depiction of alcoholism, 
revealing the effect of o man's addic¬ 
tion to the bottle, with a performance 
from Ray Milland that won him an 
Oscar. In this he <s a man of good 
background, a writer, but an ako 
hoik incapableof controlling his urge 
to drink. He becomes increasingly 
devious as his condi¬ 
tion worsens, pawn¬ 
ing his typewriter, 
stealing money, until 
he ends up in an 
alcoholic ward at 
New York's Bellevue Hospital- He 
escapes but later in his apartment he 
sinks into delirium and imagines o 
bat flying out of the wall ond killing o 
mouse. He next tries to pawn the fur 
coal of his devoted girlfriend (Jane 
Wyman) in order to buy a gun to kill 
himself, but she manages to talk him 
out of it, The film ends on a note of 
hope, which is the only major vari¬ 


ance from the Charles R. Jackson 
novel on which it is based. 

Rozsa's score for The Lost Weekend 
was another milestone in dramatic 
Film composition, one particularly 
challenging for him since he was a 
man who never drank. It became an 
exercise In imagination to underline 
musically the dementia 
brought about by the 
craving for alcohol. His 
use of the theremin, an 
electronic instrument 
manipulated by the 
movements of a hand 
held over it, thereby 
producing sound oscilla¬ 
tions, proved perfect as 
the wail of a disturbed 
psyche. Outstanding is 
the bat-mouse scene, 
with its nerve-wracking orchestral 
jolts. How terrified and unnerved the 
alcoholic becomes by this imagined 
horror is clearly pointed up by the 
scoring, os is every incident in this 
lost, painful weekend. The Lost 
Weekend is in fod a film saved by its 
score. Paramount originally decided 
it didn't need music but preview audi¬ 
ence reactions, some of them jocular, 
changed their minds. It is Rozsa's 
music that gives the film its sorrow 
ond its horror. It also helped the film 
to win on Oscar os the Best Picture of 
1945. Rozso was nominated—he 
didn't win That was the year he won 
for Spellbound, although he always 
felt The Lost Weekend should have 
been the winner 

The Killers is a particularly noted 
entry in the Rozsa catalogue because 
its celebrated four-note theme (dum- 
do - d u m - d u m) was ap propri ate d 
(without permission] by the popular 
television series Dragnet, Universal 
sued the producers of Dragnet and 
won the case, with the royalties on 
the I heme thereafter divided between 
the two publishers. The Killers was the 
first of three films made by writer- 
producer Mark Hellinger and scored 
by Rozso—the others were Brute 
Force (1947) and The Naked City 
(1948)—each dealing with the dark¬ 
er side of the American crime scene. 
Rozsa had a high regard for 
Hellinger and these three films; 
'These were tightly packed, powerful 
dramas about the underworld, whose 
protagonists Hellinger knew so well, 
and a world of passion, crime and 


violence. They introduced a hitherto 
unknown force and brutal reality to 
the screen ond I was fortunate to be 
able to score them." 

An imaginative expansion of a 
short story by Ernest Hemingway, The 
Killers tells of a pair of gunmen who 
arrive in a small town to kill a man 




they know of as Swede (Burt 
Lancaster), an ex-boxer who hod 
become involved with racketeers. 
Rozsa's scare punctuates the harsh 
plot and underlines bath the squalor 
and the gentler side of the good- 
hearted but doomed Swede. 
Arranged as a short suite, the music 
becomes a dark rhapsody on the 
American underworld af that period. 

On the face of it Rozso was not an 
obvious choice to score films dealing 
with the underside of American life. 
His musical roots were deep in 
Hungarian and German culture, but 
such was his skill as a composer that 
he could embrace this material and 
give it not only appropriate but fresh 
treatment. If he was, os he claimed, 
constantly being typecast, it was sim¬ 
ply that he proved expert at whatev¬ 
er genre he tackled. In the course of 
q career that stretched from 1937 to 
1 981 he scored just about every kind 
of film, all the while saying that what¬ 
ever he wrote for films was quite a 
separate part of his life end had little 
bearing on his other interests. He 
may have spent the greater portion of 
his life living in Hollywood hills, but 
his heart always seemed to be else¬ 
where, perhaps in Budapest, London, 
Paris or Rome. Andre Previn, who 
was at MGM the same time as Rozsa, 
recalls often seeing him wandering 
around deep in thought; ' Poor Miklos, 
He was always the most European of 
gentlemen, and his dark suits in the 
sunshine typified how out of place he 

was.* -Tony Thomas 


A new Koch recording of 
music from The Lost Weekend, 
Double Indemnity and The Killers 
points up a particular aspect of 
Miklos Rozsa’s film career* 
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When I first did the Barber Second, there was a 
certain measure of skepticism, because they bad 
never done a recording the way we do it, which, 
as i say is rehearse/record. I think we have built a 
measure of credibility for ourselves with the 
recordings over the years. I mean, there are musi¬ 
cians who ate in the orchestra who would love to 
be doing Beethoven but they understand. 

BW: How about this Victor Young recording your 



label produced recently? ft seems a I i trie different than 
some oj the albums you've done. h r s more of a show¬ 
biz, greatest -hit n type oj approach —fhr very thing 
you've just argued against 

MF: Thai record and the Newman album came 
about after another company had dropped die 
Young and Newman projects. I was delighted to 
take them. I took them as is, intact, even though 
they're not the type of records 1 normally would 
make, because we like to do these expanded sym¬ 
phonic treatments. But the Sfuine score is very 
enjoyable. My wife got to play honky-tonk piano 
for the Around {he World in 80 Days suite. It's funny. 
She did the organ in El Cid, honky-tonk piano in 
Awund {lie World in SO Hays and she's on the 
theremin in Lost Weekend. She's a very important 
pan of our operation. She does all the instruments 
nobody else plays! With the honky-tonk piano 
part, we had recorded it in New Zealand with their 
very fine keyboard player on an electric honky- 
tonk piano, and I thought, “Oh, no, this is awful.” 
Well, we were tn Master Sound Studio doing 
something and there was a tack piano in the stu¬ 
dio and I said, 'Can we borrow this for ten min¬ 
utes? 1 ’ We put some tape in and I said, “Tamra, 
play these eight bars.” Its quite a bit better-sound¬ 
ing than the electric-type piano! 

BW; So {he retonsmicrions were already done for 
ihe Young and Newman albums? 

MF; Yes, and the project wouldn't have hap¬ 
pened if we hadn’t picked this up. Wc had a good 
lime with it. I didn't know any of the music. 

BW; Victor Young is somet Fling of a grand after¬ 
thought in gdden-agefilm music, ffs too bad, too. 

MF: They re all lovely scores, but the thing that 
really surprised me was the Alfred Newman 
record. I simply love that record. This is fine 
music. This is wonderful music. I listen to it over 


and over again. 

BW; /Ts odd. Newmaiik game red a lot of respect but 
he hasn't redly Cdught/imin the/i/m music re-record- 
Ing end of tilings. 

MF: \ think what got me was the Withering 
Heights score and its choral ending. It appealed to 
me. It passed my 15-minute test. I did go out and 
get the film before we did that one and you’ve got 
that opening scene on the moots and this chilling 
music and this oddly triumphant choral ending 
for what is basically a bleak and unhappy story l 
was also a sucker for the swashbuckler music in 
Prince in Foxes. The music turned out to have great 
appeal to me. I’m looking now at doing the com¬ 
plete Captain of Castile. 

BW: That was one of the first soundtrack albums 
ever released, though I rtiinh Newman actually re¬ 
recorded it just for the album. 

IWF: Mrs. Newman was very kind in photocopy¬ 
ing the pans for the Newman album. You know, so 
much of this music is treated in cavalier fashion by 
the studios. 

BW: Was if an easy album fa do? 

MF: [ guess the difficult pan for me was with 
Princes of Foxes and Drqgomvyd?, where we basi¬ 
cally had just straight cues to work with. We did¬ 
n't have real transitional material, which as 1 said 1 
think is so crucial to making a recording exciting. 
For some of the cues we actually created our own 
endings in the studio. I just wanted to have 
enough material that when I got home to edit H 
and master it I’d be able to make those transitions. 
It’s the only thing l think might be less than suc¬ 
cessful but l have to say it doesn’t bother me, I’m 
so used to the record now. But these are basically 
just cue books we worked from. 

BW; I'm glad you found Newman's music so appeal¬ 
ing. Much (jfliii music from the J 94Ch rates re-record¬ 
ing. I notice fl:a{ you’ve been unusually /uirii/tri to 
Rdzsa s concert music. 

MF: I told Dr. Rdzsa 1 would record all his con¬ 
cert music. 

BW: Are you sorry you said that? 

MF: No, not at all I’m happy we could release, 
along with the film noir album, a recording of his 
Concerto for Strings and the Violin Conceito, Wc 
made a recording of the Concerto for Strings 
before but I was not happy with it 1 always said l 
was going to re-do that. But it's a very difficult 
work. Its very hard to play Everyone playing in 
the strings has to be a virtuoso. But the key work 
on that record is the first modern recording of iKc 
Violin Concerto, which of course was written for 
jascha Heifetz in 1056. In my opinion it is the 
most difficult of all the major violin concern. 

BW: There's one that's more difficult —Louis 
Grucnberg's violin concerto. Its a wonderful concerto, 
full of zesty Americana. Bad thing is, Heifetz was flic 
only one who could play iff Everybody else takes one 
look a( it and rum! 

MF: Igor Gruppman plays like a god, though l 
have to say, when I proposed the RPzsa concerto 
he was a little taken back Heifetz is almost an icon 
among violinists. In fact, l was working in Detroit 


a few weeks back and someone said. 11 Who had 
the nerve to dare record the Rdzsa concerto?" But 
Igor does a brilliant job. Another thing is he plays 
all the notes, I mean, Heifetz is brilliant, wonder¬ 
ful, a great violinist, but he does a lot of faking, to 
be blunt, and he plays it awful fast, almost as if to 
get it over. And there’s wonderful accompaniment 
from Jim and the orchestra. Also, with our record¬ 
ing, the orchestra isn’t a mik away like in the old 
RCA recording, though that may have been smart 
because in the old Rozsa recording they're not 
together very much. Heifetz is just cruising ahead 
But I think Igor adds a measure of soul to the 
piece. He only had a few weeks to learn it, too. 

BW: VVWr releasing alburns of Rozsu-s conceit and 
Jilrw music together is a nice touch. Film music has 
always had trouble winning respect/ram classical crit¬ 
ics. Do you fed its an uphill battle with the critics? 

MF: My only problem is the film score addicts 
who are looking for an exact recreation of the 
movie music. And our tempi may he a little differ¬ 
ent, because we're not having to sync it to some¬ 
thing moving up there on a screen On the other 
hand, l met svith the head of a major European 
label and, of all the records Tve made, the one lie 
was most excited about was El C\d. So we have no 
problems. I know a lot of conductors who are veiy 
excited about film music. I'm talking to a very 
important conductor who wants to record 
Newman’s The Robe But the ones IVe been pillo¬ 
ried by are the real hardcore movie music fans. 

BW: Arc you still planning on tackling Herrmann^ 
Journey to the Center of the Earth? J thought f read 
something about that in Films in Review. 

MF: Oh, we’re still talking about it. Part of the 
problem is the vast orchestral requirements. We’re 
just trying to find all the players. There are a few 
Korngold things we'd also like to do as 30- or 40- 
minute suites. And this spring Vm doing the Rbzsa 
cello and piano concert). We also want to do a big 
Rozsa biblical epic album, complete with cho¬ 
rus—King of Kings, Ben-Hu j; that sort of tiring. 

! love working with chorus. We have 46 records 
in the can at the moment and we’re making them 
at a faster rate, And there's no danger or us running 
out of material. 

BW: You \ealso tackled the concert music of Jerome 
Morass. Any chance of you. doing his/ilm works? 

MF: Haven't yet I’m also in a project to tackle all 
the concert music of Ernest Bloch. There's no end 
to it all. I was talking to Lhe head of another record 
label and he said , "You know there’s just no reper¬ 
toire left to record," and I thought, "Boy. you arc so 
wrong, there's so much loft!" 

Oh. God. if 1 just had ihe lime and ihe money! 

BW: Interest m/ilm music continues to increase, fen. 

MF: Well, 1 ihink it is being taken more serious¬ 
ly Maybe because popular culture is being 
taken more seriously these days, which I’m not 
sure l approve of 100 percent. On the other hand, 
I'm thankful that great composers like Miklbs 
Rbzsa gave us more music than they might'Ve oth¬ 
erwise because they worked for the films, Same 
with Herrmann. * 
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Orchestrating Past and Present 

Patrick Russ 


One of the key people 

behind Koch International’s new 

album of Miklos Rozsa film noir 

scores is Patrick Russ, a 42-year- 

old orchestrator who’s worked 

with some of Hollywood’s most active 

composers, including Eilmer Bernstein, 

Maurice Jarre, Marc Shaiman, Michael 

Kamen and Mark McKenzie. 

I n classical circles, Russ's arrangements have 
been performed by guitarist Christopher 
Far ken mg, vocalists Kathleen Baule, Jessye 
Norman, Plaeido Domingo and in the Opening 
Ceremonies of the 1996 Olympics in Atlanta 
A graduate of the University of California at 
Santa Barbara, Russ was given his start by Elmer 
Bernstein and had Lhe opportunity to train with 
the late film music orchestrator, reconstructionist 
and author Christopher Palmer—an invaluable 
experience now that he’s reconstructing major film 
scores from Hollywood's golden age. 

in this interview, the Los Angeles-native talks 
about his admiration for Kozsa^ film music, which 
presumably helped when he had to reconstruct 
the main title to El Qd entirely from die film since 
not even a piano-conductor reduction could be 
found Besides his work with Miklos Rdzsa and his 
son Nick Russ reflects on work under Christo¬ 
pher Palmer, future projects (everything from an 
expanded suite of Rozsa's powerful 1947 Deserf 
Fury scorn to Elmer Bernsteins rousing 1963 The 
Great Escape score), past work on a Victor Young 
recording, and golden age film music in general. 

Bill Whitaker; All right, jusf how many times did you 
have to watch The Killers to put together that suite of 
music? 

Patrick Russ: Quite a loti But I was fonunate in 
tliat I worked mostly from piano-conductor pairs. 
My collaborator, Jon Kull, and I were able to play 
through those until we could get a real sense of the 
music, along with watching the film, of course 


Interview by Bill Whitaker 


There is music included in the suites that had been 
omitted from the film This was especially true in 
the middle movement of The Killers, a movement 
called Prison Stars.” lt^ a wonderful sequence but 
only half of it was included in the film. 

BW; How well notated were the piano-conductor 
parts? 

PR: Well, Rozsa always gave a good indication of 
the colors he wanted. And even though the refined 
points may not have made it to a copyist’s reduc¬ 
tion of these scores, at least we knew what colors 
he had in mind We also had a few original scores 
from The Lost Weekend and Double Indemnity ,; and 
when I was able to, l used those. Nick Rdzsa had 
them from his fathers estate. 

BW: Wow, tharis pretty rare. 

PR: Absolutely. Often everything is lost in these 
old film scores But we had materials filled out by 
Eugene Zador, Dr Rozsa's orchestrator. Sometimes 
I could tell Zador was in a terrific hurry 

BW: How did you decide vvhal scores to do for the 
film noir album? 

PR: That was Niekk choice. He wanted to do 
these three scores. Nick had a huge input on 
this album, he was really helpful. He lias a good 
sense about music. Even though by trade he is 
not a musician, he has inherited his fathers 
good instincts. Nick was helpful in selecting the 
movie scores and the individual cues to be 
included. 

BW; So these three scores were Kick's favorites? 

PR: Well, there was one other film. Desert 
Fury, which is a great score. But to have includ¬ 
ed it, we wouldVe had to pare down everything 
else, including Desert Fury, and we thought, lets 
wait and do Desert Futy right. It also deserves a 
lengthy suite. 

BW; Vd love to hear a good 30- or 40-mimte 
suite of Desert Fury ] think iris Dr. Rfeas finest 
score from that period. Tm glad we can look for¬ 
ward to that, 

PR: You know one great thing about Rbzsa is 
that even the music he scored under the dialogue 
is compelling. 

BWrSoyau knew Rozsa? 

PR: Yes, for a few years, t only knew him after 
he f d had his stroke. I first met him through 
Christopher Palmer here in Los Angeles at Rozsa’s 
home. 

BW: Different film composers seem to have different 
levels of excitement as to whether their film scores are 
preserved or not. What was Dk Ktesas attitude? 


PR: Well, he was a classical compos- 
•i 4 - er, First and foremost, but 1 think he 

L L really enjoyed having his film music re¬ 

recorded as a soundtrack or as a suite. 
Of course, he was an outstanding con¬ 
ductor of his own music, one of the 

S great conductors of film music. 

BW: Was there a particular score he felt 
strongly about ; one that he really wanted 
to stand out, regardless of whether it came 
tak e r with a hi t fil m ? 

PR: lie really did like The Lost 
Weekend You know. Spellbound and The Lost 
Weekend were boLh nominated for an Academy 
Award at the same time, and at first he said he had 
no preference. He told his friends to vote for what¬ 
ever they wanted. But then he thought more about 
it and decided he favored The Lost Weekend. And 
Spellbound wort! I know he also liked El Qd a lot 
and that reconstruction was something we started 
before he passed away. FI Cid was a wonderful 
scone, and so much of it had been left out of the 
actual film, so we tried to include some of those 
missing cues. 

BW: Nick Rozsa was idling me one of his awn 
favorites is Lady Hamilton, 

PR: Yes, and I know Dr. Rozsa liked that score 
as well. But really he wrote so many great ones, 
BW: He certainly had more than his fair share of 
quality scores. 

PR: There's so much [here, it's realty remarkable. 



I Patrick Russ 


Even a comedy score, like his 
last one. Dead Men Don't Wear Plaid, is absolutely 
terrific. 

BW: How did you meet Christopher Palmer? 

PR: It was through Elmer Bernstein. I had 
orchestrated a couple of cues for Elmer on some of 
his films in the 1980s—Ghostfcusters and Black 
Cauldron—and Christopher had come over to 
help him finish one of the film scores. And later 
Elmer suggested lo me, very kindly, “Have you 
ever thought you might like to go over to England 
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and study with Christopher?* 1 said l’d jump at the 
chance. He said he'd see what he could do and he 
did. I would fill out Christopher's sketches. Li was 
truly learning under fire You learn a tremendous 
amount quite quickly Christopher would take the 
composers sketches and annotate them funher 
and then l would fill out the scores. You could see 
what Christopher added to the composer's sketch¬ 
es, and then the final product. We worked with a 
number of composers—Stanley Myers and Elmer 
Bernstein and Maurice Jarre. We also did a lot or 
reconstructions of scores by R6zsa t Alfred 
Newman, Komgold and Waxmati. Christopher 
was one of the early people involved in preserving 
composers' works from the golden age of 
Hollywood. In retrospect, he was one of the most 
brilliartL orchestraiors of our time. And he was 
wonderfully steeped in the classics. He was an 
authority on the Polish composer Szymanowski, 
an expert on opera, and, of course, he knew the 
British composers really well—Walton, Vaughan 
Williams and Britten. 

BW: Too many in f/te actual film music business 
seem W have a disappointingly narrow/ecus as jar as 
classical music. J mean, they may know Kbmgakte 
The Sea Hawk but have never bothered to listen to, 
say, Richard Strauss’s Don Juan. 

Speaking of romantics, J sec you were involved in 
Koch’s Victor Young album. 

PR: I think John Waxman, who has been really 


pivotal in rescuing film music, recommended me 
to Koch for reconstructions of Shane, For Whom 
the Be/f Toffs and Samson and De/lfah. 1 should add 
that these recordings only came into being 
through the efforts of people like Bob Bornstein 
and Ridge Walker at Paramount Jon Kull. who co¬ 
arranged Samson and Deli lafi, and my proofreader, 
Warren Sherk. Some of the suites they liad want¬ 
ed had already been reconstructed, such as the 
Tribute to Victor Vbung by Heniy Mancini. But they 
were looking for some other films and, well, Shane 
lias always been one of my favorites. One nice 
thing is we were able to do things bom Shane that 
had been left out of the film. Nowjohn [Waxman] 
knew this and 1 didn't, for this one sequence 
where Shane is coming m for the final climax, ihe 
big gun battle, Victor Young actually wrote a long 
sequence of four or five mmules which the direc¬ 
tor pulled and substituted with a Franz Waxman 
cue—a library? cue he tracked in! 

BW: What are you doing now? 

PR: One of the best things about my job is that 
l get to work with terrific contemporary and on 
great scores from the golden age. IVe just com¬ 
pleted the orchestrations for U Jour ex fa Naif with 
Maurice Jarre and worked with Marc Shaiman on 
First Wives Cfui? and Ghosts of Mississippi. Right 
now, I’m working with Jack Hayes on orchestra¬ 
tions for free Willy 3 with composer Cliff Eidel- 
man, Jack and 1 are also collaborating on a recon¬ 


struction of The Great Escape by Elmer Bernstein. 

Unfortunately the full scores and pans were lost 
in a fire at Goldwyn Studios. Jack and Leo Shukcn 
were the original orehestrators for that film, so 
Jack and l are reorehestrating the score from the 
reductions that exist. It’s really fun. It's for Var£$e 
Sarahande. Elmer will be conducting. 

BW: How do you explain increasing interest in film 
musk? 

PR: Film music is now recognized as a legiti¬ 
mate an form in music circles. Twenty years ago, 
when I was in college, film music was not consid¬ 
ered 'serious” music. 1 think it’s also because of 
people like Elmer Bernstein, Christopher Palmer, 
John Waxcnan and Tony Thomas promoting the 
idea that people cart listen to these wonderful 
scores beyond the films themselves, 

BW: W^iat are you ft sterling to these days? W^hat are 
your favorites? 

PR: I enjoy listening to the music of Vaughan 
Williams. Walton, Shostakovich and Prokofiev. By 
the way some people may not be aware that much 
of the film music by these composers has become 
standard classical repertoire Smjotiia Antarctica 
comes from Vaughan Williams’s music for Scctt of 
the Antarctic And the Walton scores for the Olivier 
Shakespeare films are standard concert works. 1 
enjoy Maurice Jarre’s scores for the David Lean 
films. And, of course, Elmer Bernstein’s scores. I 
never get tired of those. * 
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The latest irc soundtrack CD releases. 

Rosewood ★*** 1 / 2 

JOHN WUJJAMS 

Sony Classical S/C 6303 i. 15 tracks - 49:32 

Not long after his neophyte period of “assembly line" 
assignments were winding down, but before he entered 
ihe grandiloquent phase derived from the Star Wears sym¬ 
phonic genre, John Williams reached his maturity as a 
composer Rosewood revisits much of that lime, repre¬ 
senting a crossroads in Williams’s canon (when modest 
ensembles were the order of the day) and evoking his 
classier, subtle work from the early 1970s , such as Tire 
Reivers, Conratk and Cinderella Liberty, 

The title track, “Rosewood," underscores one of the 
few lighter moments of the film. French horns and coun¬ 
try fiddles, accentuated with acoustic and bass guitar, 
washboard, harmonica, and piano, tend a pastoral tex¬ 
ture to the initially peaceful Southern atmosphere and 
quaint, prosperous town. 'The Town of Sumner" is the 
parallel opposite; the theme is primarily adorned with 
country-flavored, hillbilly accents, with brtef, dark pas¬ 
sages of low piano and hrass that characterize the unso- 
phistication of the neighboring white-trash town. French 
horns, a favorite instrument of Williams in conveying 
personal reflections (like the wonderful Smallville cues 
from Superman) reappear in the dirge-tike "Healing': 
piano solos enhances the melancholic 'After the Fire 1 '; 
while harmonica and flutes prevail in the quaint “love 
theme” ("Scrappie and Mann Bond*). 

“Look Down, Lord” is one of three classy, heart-rend¬ 
ing, a cappdla gospel songs wriLten by Will jams, well 
describing the suffering of Rosewoods residents when 
things go awry. Its somewhat restrained, yet brings out a 
sense of urgency. The lyrics are a merciful cry, and yet iry 
to comfort in the time of need. The Hounds of Sumner 1 
heard during scenes when men from the neighboring 
town begin their witch hunt tin Rosewood, briefly incor¬ 
porates a frenetic variation of the above piece, supple¬ 
mented with Jews harp and brisk stringy. The other two 
vocal works, "Light My Way" and The Freedom Train” 
(the latter of which is heard in the climatic scene as the 
women and children board their ride to safety) have 
surging choruses, liberating and inspiring. Gospel singer 
Shirk)’ Caesar adds her vocal solos to "Aunt Sara£ 
Death’ and ' The Town Bums 11 (reprises of "Look Down, 

1 .ord*) in a haunting, disturbing way ''Look Down. Lord 
(Reprise and Finale)" re-introduces the full chorus and 
orchestra, concluding the film on a bittersweet note. 

Director John Singleton’s liner notes reminisce about 
growing up with Williams’s music. In his closing state¬ 
ments, Singleton says words to the effect that Williams-* 
score provided the essence of itaewdod. That rings true. 
In approaching a movie based on one of the darkest 
episodes in American historyjohn Williams delivered an 
emotional powerhouse of despair, tragedy, hope, and 
toss. Yet. for all its desolate nature, it never undermines 
the score's spirituality., or its humanity -Jack H. Lee 


Evifu **** 

ANDREW LLOYD WEBBER, LYRICS BY TIM RICE 
Warner Bros. 9 46346-2 

Disc one: J4 tracks - 37:42; disc two 17 tracks -51:01 

Andrew Lloyd Webber and Tim Rice is quasi-opera on 
the life of Argentina's most celebrated heroine finally 
takes off in this lavishly produced movie, a nearly non¬ 
stop musical number that ranges in style from ballad to 
pop to operatic to hard rock. Some songs have become 
such standards (notably ‘'Don't Cry for Me Argentina"), 
dial there's already a breed of familiarity to them; Roger 
Ebert said the popularity of Webber/Rice was mainly due 
to the fact that their work was superfluous to the point 
where you simply could not forget it. 

Seasoned veteran Jonathan Pryce does an engaging 
job as Juan Peron (never mind the E,G. Marshall had hair 
day from Superman If), but song-wise his presence is far 
and few in-between. Antonio Banderas, never known for 
his singing, provides some nice moments in his role as 
Che (the narrator) giving bite to “Oh What a Circus," 
“High, Flying Adored" and "Waltz for Che and Evita," As 
ior Madonna, never before has her voice carried this son 
of energy or urgency, borne of the music may have been 
re-arranged to fit her vocal range, but it pays off: key 
songs like ‘'Don't Cry for Me Argentina” pack a punch. 

The soundtrack is quite literally just that; there is only 
a minuscule amount of spoken dialogue in the film. 
(However, much of the fine incidental material—instru¬ 
mental versions of the songs—has not been included on 
the album.) The first half of the movie is where the songs 
are the most fun, coveting E vitas early days and rise to 
prominence (the Latino rhythms in ''Buenos Aires" arc 
particularly enjoyable) while the second hall is on the 
subdued side. Another song, "Goodnight and Thank 
You : ‘ (where Evita spurns various lovers while working 
her way to the top) loses some of its sarcastic impact, as 
it relies on a brief, but insultingly comical gesture on the 
lyric, “...which means—l' 1 

There are two new songs utilized for this film version. 
The first, "The Ladvs Got Potential" (an unused number 
from the original stage play, sung here by Banderas) is a 
catchy honky-tonk, rocking commentary piece that 
plays against the images of Argentina’s upheaval, Die 
other song re-teams Webber with his 
estranged partner Rice: the Oscar- 
winning "You Must Love Me” is a ten¬ 
der ballad, sung oil-screen to scenes 
of an ailing Evita near the end of the 
film. Us addressed to her husband, 
and in a way. is weak since it basical¬ 
ly reiterates that she is dying and 
there was not enough lime, etc, 

Movie musicals have been con¬ 
spicuous by their absence in recent 
years. Yet , they still play an important 
cornerstone to film music as an an 


form (witness Disney^ surge of success in animated films 
since The Uttk Mermaid). The release of Evita returns us 
to a heyday that’s sorely missing in todays cinema. It’s as 
Fun as musicals get. -Jack ff, Lee 

The Lost Weekend/Double Indemnity/ 

The Killers ***V 2 

M IKLdS ROZSA (1945, 1944, 1946) 

Koch International Classics 3-7375-2-HJ. 9 frocks - 71.20 
James Sedares and the New Zealand Symphony 
Orchestra have quite a tiling going with the concert and 
film music of Miktos Rbzsa, This is their fifth Kbzsa 
release, and a tempting follow-up to E! Cid (Koch 3- 
7340-2-HI). Here. Patrick Russ has arranged and 
orchestrated generous three-part suites from three of 
Rdzsas most important films from the mid- 1940s. (Russ 
was assisted by Jon Kutl lor The Killers.) The suite from 
The Losi Weekend is over 33-minutes long; the playing 
time for Doable Indemnity is 26:19; and The Killer runs 
11:13. To consider tho competition, Charles Gerhardi 
recorded 9:46 of The host Weekend for RCAs “Classic Film 
Scores' 1 series and only 3:18 of Double Indemnity. Rbzsa 
himsell conducted only the Drqgnrt-anticipatmg Prelude 
to The Kilias for Volume 2 of RAzsa Conducts Rozsa. 

Who needs so much of these scores? ! am unsure 
whether my slight reservations about this disc are due to 
the music, or simply to the way in which it has been pre¬ 
sented. Gerhardt’s suites are like good sex—they usually 
leave you wanting more. They have a beginning, a mid¬ 
dle, and an end, and they have a narrative structure. In 
contrast, there are times on Scdares’s disc when Rozsa’s 
work sounds like a ponidge of amorphous episodes. 
There is plenty of good music on this disc, and it is 
music that Gcrhardt and the composer did not get to, It 
should not l>r presented as if it were a Romantic sym¬ 
phony, however, and that’s the impression that 1 receive. 

Having said that, the orchestral playing oil this disc 
eclipses the work of Gerhard ts and ROzsas orchestras, 
and Kochs engineering is pretty damn impressive. (The 
theremin work in The Lost Weekend is particularly noic- 
wonhy.) After El Crd, maybe my expectations for this CD 
were unreasonably h igh. -Itnymund Tu 1 1 \e 

Film Noir **** 

WilJjani T Strambag concf. Bmndenbw^ 
Philharmonic, Arranged By John VV r Morgan 
RCA 09026 68145-2 (Germany). 

43 tracks - 73 54 

This is the second album of John 
Morgans reconstructions to appear as a 
German RGA release (following The 
Adventures of Mark Twain/Thc Prince and 
the Pauper) as part of the “100 Years of 
Film Music” series. (Sadly, no U S release 
date has been set for these diverse albums, 
but imports are available from the usual 
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soundtrack specialists.) Film M'oir features all Warner 
Bros, films of the '40s: The Makes? Taken (Adolph 
Deutsch, 1941, 8:32), Ail Through the Night (Deutsch, 
1942, 15:55), The l£rdic* (Frederick Hollander, 1946, 
15:35), Dark Passage (Fran 2 Waxman, 1947, L4:16) and 
White Heal (Max Steiner, 1949, 19:20—nay card mis¬ 
takenly leads 9:20). The suites are indexed as several 
individual tracks, and the sound is Dolby Surround 
encoded. The conducting by Siromberg well recreates 
the "Warner Bros." sound so prominent in :he films. 

The name of Adolph Deutsch should be familiar to 
aficionados of "classic” films, but his original music has 
not appeared previously on recordings. DeuLSch scored 
many comedy and dramat ic films at Warner Bros, during 
the ’40s and shared three Oscars for musical adaptation 
in ’50s musicals. Deutsch was the composer on the two 
films that got the Itogm mystique into full swing: High 
Sierra (not recorded here) and The Mahest: Fa/tm 

As many times as I have seen The Maltese Falcon, the 
film that kicked off the vintage era of film noir. 1 have 
never been particularly drawn to the music. According to 
the liner notes, director John Huston asked Deutsch to 
use music that would keep the audience puzzled by the 
o If-kilter story. Thus 
Deutsche score is subtle, 
and does not paint a vivid 
picture of what happens 
on the screen However, 

Roy Prendergast, in the 
preface of his book Film 
Music, says this is the score 
that first attracted hte 
attention to film music. 

Deutsch is music for All 
Thmi^gh rite Night, another 
Bogart film, mixes spies, 
gangsters, and comedy. It 
is much more in the 
Warner style, balancing 
aaion/suspense with comic 
action (especially "To the 
Rescue' with its quotes of 
’’Deutschland Uber Alias’ 1 ). 

The result is lighter than 
usual for film noir, but 
enjoyable This suite and 
the previous One end with 
the 'end cast" music from 
the films, upbeat little 
pieces to put you in a good 
mood, no matter what the 
tone of the film was 

The third film is The 
Verdict, with music by 
Frederick Hollander, who 
is usually associated with 
urbane comedies and 
Marlene Dietrich. How¬ 
ever. his music lor The 
Verdict is wonderfully mys¬ 
terious and dark, yet ele¬ 
gant too. The film itself is a 
fog-shrouded, Scotland 
Yard murder mystery 

%% 


which unravels a seemingly perfect crime, and the music 
by itself conjures the perfect sound for such a scenario, 
even recalling Herrmann. This music makes me wonder 
what Hollander might have done with one of Universals 
horror films, not that Salter and Skinner needed any 
help. It’s a gem, not to be missed. 

The fourth film is another Bogart picture, scored by 
Hollander’s noted pmttfge, Franz Waxmatv Dark Passage 
plays more like what one might expect of film noir 
music, alternately moody and turbulent, as Bogey 
attempts to prove himself innocent of a murder. A horn 
call and drums set up an exotic mood, which echoes 
through the rest of the score. Unlike most film noir, there 
is a happy ending as reflected in the iinale + a dance num¬ 
ber lor Bogart and Bacall dancing their cares away. 

The last film is another classic, Raoul Walsh’s White 
Heat. Steiner’s music broods and seethes as James 
Cagney's ultimate psych opt hie hoodlum, Cody Janet t, 
is driven iowatd his famous explosive end Sieiner 
underscores the physical and psychological violence of 
the situations without sentiment, setting this music apart 
from his more evocative scores. At limes it recalls the vio¬ 
lence of King Kong, relenting slightly with some bluesy 


music forjanetfs sleazy wife, and a heroic fanfare for the 
introduction of the good-guy G-men The music for the 
final robbery builds until an abrupt finale ends the pin¬ 
up violence: but. tike this bleak film, offers no relief or 
Sympathy—quite a difference from the cheery end casts 
of the earlier films. 

As with the other Motgan/Stromberg recordings, ihe 
suites are longer than the usual compilation album, and 
consequently much more satisfying The themes have 
some breathing room, and appear in several of their guis¬ 
es. Morgan has done some arranging (more like editing) 
to create suites that flow as music, while retaining the 
spirit of the music in its original orchestrations and tem¬ 
pos. The booklet desigp is similar to ihe other RCA "100 
Years of Film Music" discs, with extensive notes in 
English, German and French, and different movie stills 
and posters for eaeh language section. -Tam DeMaty 

In Sturm und E«$ ★★★★ 

PAUL HINDEMITH (192}) 

RCA 09026 6&M7-2 (Germany). W tracts - 67 16 

Thus far, BMG/RO% scries commemorating the 
100th anniversary of film music has been a mixed hag, 


ENNIO MORR1CONE: 

Mon do Morricone **** 

More Mondo Morricone ★★★A 

Colosseum CST31SQ57 (Germany). 
Colosseum C5T 34.8058 (Gctmany). 

16 oadii - 60:32; 16 tracks - 63:32 

This review is targeted at those of you 
who have been nibbling around the 
edges of the 200-pound Morricone pie 
and so for hove lilted what you've been 
hearing. It's nibbling thot got me sucked 
under! The first ten or so years thot I 
explored film music my focus was primar¬ 
ily on the home boys: Herrmann, Gold¬ 
smith, Bernstein, North and others. I did 
irregularly sample some of the strange 
stuff; it seemed that no matter how hard 1 
tried to be ignorant of foreign film music I 
would continue to stumble into Morricone. 
I'd pick up a record here (Nano on a col¬ 
lege field trip to D C.) and a record there 
(The Female Banter while slumming in the 
Big Apple]. 

The problem 1 had was how to make 
selections. Morricone has composed a lot 


to cast some light on these two collections. 

As marvelous as were the 1995 reis¬ 
sues Ideato , Scritto e Diretio end 
(/Orchestra, fa Voce (I expounded upon 
these two 5LC releases in the May '96 
edition of M$V, The Journal of the Ennia 
Morricone Society) the two Mancfc discs 
have them beat. As I explained to Stefan 
Rambow, who produced both volumes, 
these discs contain all the tracks I person¬ 
ally would have selected if I were setting 
out to format Ennfo's sexiest and most affa¬ 
ble and attractive themes. The Mondo vol¬ 
umes are thinly connected to the current 
bachelor pad/exotica fad; this is avowed 
by the subtitle "mindblowing film themes 
by Ennia Morricone from Italian cult 
movies (1968-1972} w —there we have ihe 
right time, late '60s/early '70s, and the 
right catch-words, "mindblowing* and 
"cult " Actually it seems "cult" is no hyper¬ 
bole; Stefan has told me that the Germans 
have come down with Morricone fever— 
anything with the Maestro's name on It 
sells. The Europeans do pull cool stunts 


Rami ond the ultimate sexual surrogate 
"En un Sogno il Sogno" (The Invisible 
Woman}; the exquisite and exhilarating 
Tultimo" and "Belinda May" (The Alibi); 
the nine-minute celebration of feminine 
vitality "Come Maddelena" (Maddelena); 
and some fine examples of old-fashioned 
vampire lesbian trip-hop, such as 
"Allegretto per Signora" (Forbidden 
Photos of o Respectable Woman). 
Featured are several exciting lounge-core 
masterpieces, musically complex exam¬ 
ples of sophisticated elegance: "Ritratto 
d'autore" (The invisible Woman); "Sospirl 
da una Radio lontana" (A City in Fear); 
"AmoreCome Dolare* and "Foto Proiblte 
di una Signora per Bene" (Forbidden 
Photos of a Respectable Woman). There 
ore also samples of just one of the com¬ 
poser^ numerous exotic inventions, sensu¬ 
ous pop-chansons which incorporate the 
flavor of old-world Catholic polyphony 
and/or chant: "Doricamente" (Forbidden 
Photos...); "Alla Luca del Giomo" and 
"Terrazza VuotcF (Love Circle}. 


These discs contain all the tracks 1 personally would have selected if I were 
setting out to format Ennio’s sexiest and most affable and attractive themes. 


of difficult, outlandish and even down¬ 
right ugly scores. I now am able to digest 
his most aggressive voice, but during the 
earlier years I only had □ palate for the 
beautiful works and it therefore would 
have been nice to Stave known someone 
who could have steered me in the direc¬ 
tion I then wanted to go, Alas, alone I hod 
to grope in the dark, but for you allow me 


like that; remember the time they made a 
hit single out of Barry's "We Have All the 
Time in the World"? On occasion they 
exhibit more class thon we Yanks. 

All that's to be found on the Mondo set 
are of the best: the delirious 'The Lizard" 
(Lizard in a Woman's Skin); the ultimate 
erotic lullabies "La Bombola" (Veruschka) 
and "Voce Seconda" (Black Day for the 


Just for ihe hell of it Stefan added three 
of Morricone's brawniest Schifrinesque I 
jolts of pure magnum force, "Svolta I 
Definitive" and "Citto Violenta" (The 
Family), ond "Svegliati e Uccidi" fWbta 
and Kill aka too Soon to Die J. If I could I'd 
give you a money-back guarantee on 
these two CDs; you have to love them. 

‘John Bender 
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longing fmm banal (Hans Erdmann's wildly unimagina¬ 
tive scone to the 1922 Nosfemta) to exhilarating (Steiners 
Adventures of Mark Twain and Komgold's The Prince and 
the Pauper). Belonging to the latter category is Paul 
Hindemith’s one surviving film score, In Sturm lotd Ss. 

Hmdemitb, like other composers such as Paul 
Dessau, Harms Eisler and Max Butting, was firmly con¬ 
vinced in the notion of film music—at least, he was until 
some years later when he finally came to the ITS, and 
met with Walt Dbneyb people, Of the scores he penned 
in the 1920s, only one survives—In Sturm und Ers 
(1921), written in excited enthusiasm for Arnold Fancks 
latest mountain-dim king film (and without Hindemith 
even asking for pay-), Those familiar with HindemiLhs 
orchestral works—Mathis der Mahler, NobJtaa Vision? 
and Sin/onia Sermt—will find the style quite similar, 
though occasionally with marc intimacy, partially 
because of the chamber orchestra employed here. While 
Hindemith continues to rely on beloved classical forms 
such as the passaeaglia, the music oiten seems freer, 
entering the realms of Richard Strauss. 

Dennis Russell Davies—no stranger to oflheaL ‘"classi¬ 
cal” repertoire of this era—leads members of the German 
Symphony Orchestra in a thoughtful performance of this 
alternately tender and titanic music, hi a prologue pre¬ 
ceding Giselher Schubert's fine liner notes, Davies even 
makes a case for this work in the concert hall. 
Incidentally those intrigued with music for Fancks leg¬ 
endary mountaineering films may want to sample 
Edmund Meisd’s far more romantic score for DerHeilige 
Etefg (1926), available on the edel label. -Bill Whitaker 

Four Alice Comedies ***V 2 

PAUL DESSAU 

RCA 09020 68144-2 (Germany) 0 tracks - 5703 

Although Paul Dessau has something of a following in 
the Old World, the late German composer and devoted 
communist remains mostly a footnote in America. His 
concert works are beginning to come into frequency but 
recording of his film scores are still a blue-moon occa¬ 
sion. My impression of Dessau is that he was most cre¬ 
ative when someone else supplied him with a theme or 
motif. Then he would run rampant. His work on the 
moody 1944 score House of Frankenstein is but one 
example of this. In it, he took motifs by other composers 
at Universal and, along with Hans J Salter, added some¬ 
thing ihaL made Lhts score uniquely vibrant, far above 
most other film scores of the era. His Each Variations, 
fanciful orchestral transcription of a Mozart string quin¬ 
tet, and solid 1926 symphony on Jewish musical materi¬ 
als ate yet other examples. 

Now we have the new RCA (Germany) recording of 
four Paul Dessau scores for Walt Disneys early-day silent 
cartoons, each running seven minutes. Liner notes say 
Dessau, then working in Germany, wrote the scores for 
small orchestra in the late L920s just before they were 
screened at Berlin's Alhambra Theatre, As played by con¬ 
ductor Hans E, Zimmer (not (hat Hans Zimmer) and the 
RIA5 Sinfonietta, these tan, playful cartoon scores last 
just long enough Lo be engaging, occasionally making 
hay of American tunes. At times, they sound like Hanns 
Eisler, Charles Ives or Erik Satie. The RCA disc also offers 
a 28-minine score to Ladtskw Stare wiczs live animation 
film The Magic Qocfe, though the approach seems more 


“serious/ alternating somewhat between Schoenberg’s 
world and that of Hindemith. 

Performances are respectfully irreverent and the liner 
notes prove quite readable, though they concern the 
Films more than they do Paul Dessau and his resourceful 
music-making. Anyone expecting to find another Carl 
Stalling will lie disappointed, but those anxious to hear 
another side of a most intriguing and talented German 
composer should seek the disc out. 'Bill Whftafeer 

Another Dawn/ 
Escape Me Never 
***** 

ERJCH WOLFGANG 
KORNGOLD (1937, 1947) 
Marco Polo 8.223871. 

21 tracks - 61:20 

This rapturous re¬ 
recording of two neglected Kamgotd film scores—the 
complete Anoihcr Dawn, and 7:41 ballet of Escape Me 
Never —shows not only how Korngold s nchly orches¬ 
trated music should be performed, but how it should be 
recorded. When so many recent albums of Korngold !s 
music have come oiT as turgid and muddled—Varese is 
Anthony Adverse springs to mind—here, 32-year-old 
conductor William Stromberg and veteran Moscow 
recording engineer tdv'ard Shakhnaianan have stressed 
the wonderful transparency of Komgold’s music, despite 
the massive orchestral forces required. 

John Morgan, who restored and reconstructed these 
works, is quickly proving in Marco Polo£ him music 
series that a great score doesnlt necessarily accompany a 
great movie. His aim is an admirable one—and one too 
often ignored in the realm of film music re-recordings. 
(Thus far, Morgan has also reconstructed and overseen 
the recording of Hans Salter and Paul Dcssaus richly 
atmospheric House of Frankenstein music and the soon- 
to-l>e-released and weirdly engaging Bernard Herrmann 
score to Garden of Evil J 

In any case, judging from the music at hand—both of 
them alternately lilting and surging (really ideal for bal¬ 
let)—the scores for Escape Me Never and Another Dawn 
rate full consideration beyond their mediocre Errol 
Flynn films Stromberg, Morgan and company could 
show some classical concert conductors a thing or two 
on how Korngold should be played and recorded, The 
full-blooded Another Dawn is also further proof that 
some film scores do deserve more or less complete re¬ 
cordings. Author and producer Tony Thomas rounds out 
the release with on-target liner notes -Bif/ WJiltdfcer 

The Lost Patrol/ 

Virginia City/ 

The Beast with Five 
Fingers **★* 

MAX STEINER 

( 1934 , mo, me) 

Marco Fob 8.223870 
28 tracks - 76:58 

A classic film with a line cast of clraracter actors 
(Victor McLaglan, Boris Karloff, Wallace Lord, and 
Reginald Denny), The Lost Pal mi (1934) has the distinc¬ 
tion of being the first purely orcfiesfral score to be nomi¬ 
nated for an Academy Award. During the early 1930s, 


I MAX STEINER 




dramatic films contained little or no underscoring, pri¬ 
marily because studio executives didn’t think that audi¬ 
ences would respond to music coming from an 
unknown source. Indeed, for most of his seven yeais at 
RKO Radio Pictures, Max Steiner wrote only a handful of 
complete scores, two of which—End of Paradise (1932) 
and King Kong (1933)—opened up the possibilities for 
dramatic underscoring in motion pictures, Overruling 
the wishes of director John Ford, the executives at RKO 
decided that The Lost Patrol needed the Steiner touch, 
too. They couldn't have made a wiser decision: with its 
brightly photographed scenes of disheveled, laconic sol¬ 
diers, quiet, reflective moments in the vast expanse of the 
Mesopotamian desert, and hard-edged attack sequences. 
The Lost Patrd practically cried out for music. For his 
part, Steiner deftly contrasts moments of haunting, poet¬ 
ic serenity with rousing martial themes and blistering 
action sequences in which the helpless soldiers are men¬ 
aced by the unseen Arabs. This recording’s 31 -minute 
suite concludes with Steiner^ bracing finale, which 
incorporates Auld Land Syne” into a touching musical 
salute to the fallen soldiers. 

A follow-up of sorts to the previous year’s Dodge City, 
Virginia City (1940) was a slam-bang, whiskey-guzzling, 
sho 0 L- l em-up Civil War western that featured such 
Warner Bros, stock players as Errol Flynn, Minam 
Hopkins, Humphrey Bogart (as a Mexican!), and 
Randolph Scott. It was the kind of film that Steiner 
apparently disliked scoring, but somehow managed to 
do better than just about anyone else. (Interestingly, the 
big-boned main theme would later turn up in 1944k The 
Adventures of Mart: Twain.) Just as he did in Gone with the 
Wind (1939) and other period films, Steiner cleverly 
integrates various folk songs and popular melodies, giv¬ 
ing his score a cohesive, historically accurate (if some¬ 
what tongue-in-cheek) feel. Likewise, his gift for driving, 
devil-may-care action music is given ample opportunity 
to exert itself in this 29-minute suite (It is, however, 
bizarre to hear a Russian band—the Moscow Symphony 
Orchestra—play such staples of Americana as "Dixie" 
and "The Battle Hymn of the Republic,” though they do 
perform the pieces quite well!) 

Of the 300+- films that Max Steiner scored, only a few 
can truly be called horror films. One of these is The Beast 
with Five Fingers (1946), a superbly photographed exer¬ 
cise in dementia praecoxstarring Peter Lorre, Robcn Alda 
(father of Alan), Andrea King, and Victor France n. The 
film boasts excellent special effects for the titular “beast" 
(the various shots of the disembodied hand playing the 
piano and scuttling behind books in the musty library 
are genuinely creepy), as well as a moody and inventive 
score by Steiner (although it was screenwriter Curt 
Siodmaks idea Lo use the left-hand version of Baehk D 
minor Chaconne as the filing main theme). Dominated 
by the eerie novachoid, vibraphone, bass clarinet and 
contrabassoon, Steinerk score beautifully accentuates the 
weird, shadow-laden imagery of the crumbling Italian 
villa and its mystenous, overgrown grounds. There are 
plemy of splendid shock efleets and ' stingers, ’ too— 
most notably the scene in which a terrified John Alvin 
bolts from the house, and Lorres climactic encounter 
with the hand, both of which are underscored with 
snarling brass trills and impressionistic piano rumblings. 
The 16-minute suite includes many of the scores best 
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moments, along with a delightful "Tarantella* foT the 
Italian village scenes and a pleasing ‘'Romance* for Alda 
and King^ dalliances. 

All of the music on this album was painstakingly 
reconstructed and restored by John Morgan, and while l 
applaud the enormous amount of time and effou that 
went into it. 1 must complain just a bit about the sound 
mix. In the liner notes, Morgan states that he attempted 
to replicate the "RKO sound 1 ' hy using a smaller-sized 
orchestra for the Lost Patrol suite Apparently, the record¬ 
ing engineers look this to mean a lower recordfrig level as 
well, resulting in a hollow, somewhat distant and ‘"con¬ 
cert tzed ’ sound. Fortunately this is not the case with the 
other two suites, both of which are appropriately full- 
blooded and emphatic. -Bril Powell 

l Sollsti Italian! on Cinema **** 

! SOLlSTf ITAUANl 

Dcnui! CO-18004. 27 tracks - 74:34 

I Sollsti Ualiani is an 11-member ensemble of string 
players; this album features their adaptations of "Two 
Pieces ior Strings Irom Henry' V 1 ' (William Walton), "La 
Sera l-iesonaia for string orchestra" (Renzo Rossellini), 
Pocket Symphony for string orchestra 1 ' (Francesco 
LavagninoX Psycho (six cues, Bernard 1 terrmann), "De 
Palma Suite" (Pino DonaggioX Gnetrta Paradise (Ennio 
Moiricone). "Ricoidando le antiche melodic di Romeo 
and Juliet* (Roman Vlad), and Tragtnems from the iilm 
music” (Dmun Shostakovich}. 1 hough much of this 
music was composed for strings alone, some of the adaph- 
rations include piano, harpsichoid, harp, piccolo and/or 
tambourine If the group’s number seems small, their 
sound is satisfying. Psycho does sound smaller than usual, 
hut (he arrangements are faithful, and offer some ""firsts. 11 

Perfolined from Bernard Herrmanns legendary 11 
Psycho are 'Prelude,' ‘“The City," “The Swamp," 'The 
Murder, 1 ' "The Cellar" and “Discovery.* "Prelude' finish¬ 
es only two seconds slower than the film version, mak¬ 
ing it the fastest released recording to dale. The tension 
of the film recording was “enhanced" by very edgy 
acoustics—something which no commercial recording 
has yet attempted, (Vte are still waiting to hear McNeel/s 
rendition on Vartse.) Howevei, this is not a mannered, 
conceit adaptation—the spirit is close to the soundtrack, 
and "The Swamp” is particularly creepy 

The last cue, "Discovery” normally' consists of a 
reprise of the “murder music" as the "psycho* is revealed, 
and about 10 seconds of swirling strings as the light 
swings back and forth, making weird shadows oil 
Normans mothers face. Here, however, instead of the 
"murder music," 33 seconds of music is performed 
which has been beard previously only in Herrmann £ 
Sinlonietta lor String Orchestra. (It begins at 4:09 in 
track 12 of the Koch recording.) This passage flows 
smoothly into the familiar “Discovery” music; the impli¬ 
cation is that this was Herrmanns original concept. 

DonaggioX "De Palma Suite* is alternately urgent and 
lyrical, and includes music from Carrie, Body Dow We and 
Dressed to Kill. Morricone’s Cinema Paradisu is a quiet 
arrangement for piano and strings. Lavagnmos piece is a 
pleasing symphony in miniature, while Rossellini’s selec¬ 
tion has a more tragic atmosphere. The themes found 
within are not actually from films, but do have a cine¬ 
matic sound, 


The "classical* film music represented here has a sub¬ 
stantial Shakespearean connection: Waltons Henry If 
Roman Vlad* Romeo and jufieq and some fragments by 
Shostakovich (eight pieces from Five Days and Five 
Mghts, The Gadfly and Hamlet). The Walton selections 
are the familial ‘Passaeaglia ” and Touch Her Lips Softly 
and Fart." Roman Vlad scored the 1954 version of Romeo 
and Juliet; in this suite he states his very lovdy themes, 

I Solisti Italiani on Cinema 
is a fascinating confluence 
of film music and concert 
music. It is performed by a 
traditionally "classical" 
ensemble/ which never loses 
touch with the emotional, 
cinematic style of the music. 

and then develops them in modem harmony The fitSL 
three of Shostakovich's pieces convey lighter moods, but 
the last five delve into moodiness and madness. 

Tins CD is a fascinating confluence of film music and 
concert music. It includes concert pieces, '‘classical* film 
music, and more commercial film music, performed by 
a traditionally “classical 1 ensemble, which never loses 
touch with the emotional, cinematic style of the music. 

-Tom DeMary 

Kismet 

ROBERT WFJGl MGEORGE THFT FORREST (1955) 
fduno R2 7248 2. 22 tracks - 71:45 

Kismet is one of those resilient properties whose ori¬ 
gins and manifestations date back decades The original 
was a non-musical Broadway play which opened in 
1911 (and was filmed twice, in 1920 and 1930) It went 
on to become a big MGM Technicolor film (with score 
and a few songs by Herbert Stothan) in 1941, a hit 1953 
Broadway musical, and finally a lavish, if somewhat lead¬ 
en, MGM musical in 1955 The musical version was 
adapted hv Robert Wright and George "Chet* Forrest, a 
song-writing team who started out in Hollywood but 
whose stock-in-trade soon became adapting the works of 
classical composers to the Broadway stage (Grieg for 
"Song of Norway,” Rachmaninoff for "Anya, 1 ’ etc,). Kismet 
was based on the themes of Russian composer Alexander 
Borodin, and became a Broadway smash, but by the time 
it hit the wide-Cinemascope screen it had somewhat 
played itself out and* though noL without Us moments, 
remains one of the ace musical director Vincente 
Minnellis more lackluster efforts—" handsome but unin¬ 
spired," as one mini-review puts it. But the lyncat score 
(which alternates between pseudo-operatics and 
Broadway betting) and its elaborate revamping by a 
number of MGM maesiros (including a young Andre 
Previn) still stands as an exotic highlight of the late (and 
by this time declining) MGM musical oeuvre. 

As with most MGM efforts, the score was given deluxe 


treatment by the studios formidable musical staff, 
including some of the best arranger/orchestraters in the 
business. Assisting conduct or/arranger Previn were 
Conrad Salinger, Alexander Courage, Robert Franklyn. 
and vocal arranger Jeff Alexander who also serves as co- 
conductor. Additional orchestrations were provided by 
Arthur Morton, best-known today asjeny Goldsmith’s 
orchestratoi and a longtime member of the 20tb Century 
Fox musical staff. Thus besides arranging musicals, these 
guys also collectively worked on some of the Irest film 
scores of the era (including MG Ms Ramtree County), 
Kismet was originally released by MGM Records as a 
12-inch LP and a 45rpm set of three EPs, and along with 
Cole Porter^ Site Storings (and his earlier Kiss Me Kate), 
was one n| the most faithful and extended adaptations 
MGM had ever done of a Broadway score. The albums 
from these films kicked in just before the stereo age and 
were never released in genuine stereo on vinyl, so the 
Rhino reissue of Kismet is of two-fold interest: its both 
the first complete and in stereo release. Always a high¬ 
light of these great Rhino discs are the generous seg¬ 
ments of orchestral underscoring heard along with the 
vocal tracks. Especially effective in this vein is an outiake 
of the deleted “Rhymes Have T and the orchestral inter¬ 
ludes included with the song "Fate ” Pure Hollywood 
exoticism, and the MGM mcga-sjTiiphony and chorus 
never sounded belter or more spaciously recorded than 
in these super-lush stereophonic tracks. 

The finer notes, spin as always with Rhino, are exem¬ 
plary; the detailed cue-by-cue arranger credits a joy to 
students of the movie-musical genre, and the illustra¬ 
tions so choice you wish you could enjoy them enlatged 
to the old ] 2-inch LP format, Kismet is surely one of the 
besi and most sonically impressive of the recent series of 
MGM reissues from Rhmo/lurner Classic Film Music, 
and a must for anyone interested in the late Golden Age 
musical. Indeed, given Minnellis well-known lack of 
enthusiasm for Kismet, hearing this CD is probably bet¬ 
ter than actually seeing the movie, unless of course 
there's the slim chance you could irack down a screening 
in "Scope and stereophonic soundt -Ross Care 

CAPSULES 

Gone with the Wind ****V 2 

MAX STEINER (1939) 

Rhit\o R2 72269. 

Disc one: 27 tracks - 74:25; di*. two: 29 tracks - 73:23 
This book-bound edition presents the most complete 
release to date of Max Steiner^ Gone with the Wind f with 
sound quality great lor a score of 1939. The bngbox 
sized format is the same as last year^ stunning release of 
Mikltis Rbzsak Ben-Hut: The booklet provides all the info 
we warn to know about the making of the hint, the score, 
and alx)ut Max Steiner. Needless to say there is a ton of 
previously un released music 

For the younger generalion T Gone with die Wind is a 
classic, both the film and music. It is totally symphonic, 
with a large orchestra as was standard in those days. I 
could tell you what is in the booklet—Lhe details of its 
copious, beautiful black-and-white and color stills, and 
exhaustive notes—and on the 5b tracks, but that would 
spoil all the fun. The album is a must. I hope Rhino will 
go on doing MGM scores this way -SybofcJ Tonkcns 
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Nino Rota Film Music ***’/ 2 

legend CD 24 (Italy). 2R tracks - 75:45 
Nino Rota is best know for his music for Fellini and 
for the Godfather films. This CD starts with the complete 
score for Eduardo de Filippo^ 1953 Foriundffl, previous¬ 
ly released with less music on LF by Cometa in Italy The 
funny thing is that everybody knows the theme; it is the 
Gii/tifJier theme. It was this fact that prevented Rota 
from being nominated for a Best Score Academy Award 
for The Godfather in 1972... although, strangely he won 
the Oscar (with Carmine Coppola) for virtually the same 
music two years later, for The Godfather Part II. 

La Grande Guerra (The Great Wd?; 1959) is the second 
score on the CD, a premiere release conducted, like 
FortuneUd, by Franco Ferrara, who also conducted for 
Morhcone. Maybe it Is because l am European and have 
been in Italy a lot, but this score evokes the atmosphere 
of the art-house films of the old. Italian cinema, 

The third film score: included on this disc is also a 
first-time release, conducted by Rota himself: fl Maestro 
di Vigpmo, a comedy directed in 1963 by Elio Petri, 
starring Alberto Sordi. Many thanks to Legends Sergio 
Basseiti for this Rota-triptych release. -Si/hold Ton hens 


The Tarantino Connection *** 

MCA MCA5D-80325. 16 tracks - 53:45 

Now that the initial wave of H 'Tarantinomama" has 
passed, MCA has decided to put out The /drantino 
Connection, full of the better songs from the films bearing 
his stamp. Unfortunately if you've already purchased 
Tarantino soundtracks, buying this is a pointless endeav¬ 
or—unless you’re in it for the short excerpts of a stutter¬ 
ing Tarantino describing the music. These quotes show 
that he is a director as interested aurally in his films as 
visually but I would seiII like to see what he could do 
working with a composer on an original score. 

I find it unsettling that this man is revered as some 
sort of M film god 1 ' by the young'uns of today (e g. people 
my age), Yes, he is an energetic director, but is he hon¬ 
estly worthy of these heaps of praise? Pulp Fief ion and 
Reservoir Dcgs had a sting that Hollywood needed to get, 
but fm still waiting to see what Tarantino is all about. 
He’s obviously a man of passion and ener^, but enough 
with regurgitating old B-movies! 

Tf you enjoy Tarantino, but have been holding off on 
buying his soundtracks, this would be a good place to 
stan. The songs and dialogue cuts are sequenced nicely 
and the album plays quite 
well—so well that every¬ 
thing probably could have 
come out of the same 
movie (with the exception 
of Natural Bom Killers). 

-Jeff Szpivglas 

Serra ** 

ERIC SERRA 
Virgin CDVJR56 (UK). 

19 tracks - 7i;57 

Hearing eight of this 
composer^ works back-to- 
back will make you decide 
whether he has arranged a 
choice selection that flows 
well, or if his scores are 
merely indistinguishable 
from one another. 

Some of the music 
seems curiously dated by 
its synth effects. Serna's 
themes are often nicely 
memorable, but lost in 
what mighL be an enthusi¬ 
astic band's last jam ses¬ 
sion. ^Masquerade'’ from 
Subway is a classic exam¬ 
ple of the near miss: a 
squadron of gendarme are 
preceded by a backtrack¬ 
ing steadicam down the 
Metro’s access stairwell. It 
is pure showcase military 
stuff. An R&rB loop is the 
accompaniment... 

It is surprising that the 
album's subtitle isn't 
'Tribute to Luc Besson." 
That's really what the col¬ 


lection is. The last three films benefit from the conduct¬ 
ing duties of John Allman. Finishing on GoldertEye, to 
which Allman supplied the one-off memorable orches¬ 
tral cue, this is probably intended to whet our appetites 
for The Fi fth Element. Hey Sena, Serra—whatever will be, 
will be (groan). -Paul Tanks 

Lost Highway *** 

ANGELO BADAIAMENTUVARJOUS 
NothingflnterscGpe/MCA 1ND-90090. 23 frocks ■ 72:09 

How much disparate variety can you handle? Put 
yourself to the test with the latest David Lynch/Angelo 
Badalamenti collaboration, 23 cuts of rapid-fire differ¬ 
ence. To demonstrate, tracks 1-5 cover: David Bowie, 
dialogue cuts. Nine Inch Nails, pure scatter-cushion jazz, 
and traditional romanza a la Angelo 

Its almost too much. But Lynch has just about the 
safest ears in Hollywood. To the film, a snatch of 
Smashing Pumpkins or Lou Reed sits just right. Four 
contributions from Barry Adamson wedge styles even 
further apart, particularly the infuriatingly catchy "Mr. 
Eddyb Theme 1." Badalamenti doesnt fashion any new- 
musical cultures on this venture, sadly; perhaps his Peaks 
have been and gone. 

What looks like a casually concocted song-sampler 
and marketing tool really is just par for the course. Blur 
\&Jve( h Wild at Heart and Fire Walk with Me were all fish- 
out-of-water albums: their importance is in the fact that 
this director chooses a sound, not a name. Guaranteed to 
contain something for everyone, Lost Highway is a win- 
win situation ultimately. How much it wins you over 
comes down to aural tolerance thresholds. See the movie, 
and prepare to navigate for yourself. -Paul Ton Its 

Romeo and Juliet **** 

Qiff Eidelman cond, Royal Scottish National Orchestra 
VEutse Sarabande VSD-5752, 13 trucks - 69:52 

Cliff Eidelman seems to be in competition with Joel 
McNeely for Vartse's collective conducting assignments. 
With this one, he sure lucked in. The choice of sources 
for Shakespearean adaptations seems to grow every other 
month. This particular selection is extremely wdl 
thought out, especially since it also draws from a couple 
of previously unavailable stage productions. 

Opening with the first of these, Alex Norths 
Goriolanus is a wonderful insight to the composer with a 
sound obviously gearing toward 5pomoiS Walton^ clas¬ 
sic scores for Henry V Richard Uf, and Hamlet are well 
represented. So too are Patrick Doyle’s Henry V and Mitch 
Ado About Nothing (this was slightly too soon for his own 
excellent Harnkf), 

The title play is enacted by the gorgeous Nino Rota 
1968 film, as well as Prokofiev^ instantly recognizable 
ballet. The absolute mind-blowing find here, however, is 
■Eidelmanis own s|)eciallv commissioned tone poem for 
The Tempest, Tire storm-tossed opening is stunning. At 
just over 16 minutes it reminds me just how much 1 
warned this young composer to succeed a few years 
back. His talent for conducting isinaiguably impressive; 
when he can be inspired to these heights, though, one 
wishes he would leave Alien and Blood & Thunder con¬ 
ducting offers alone. -Paul Tonfcs 

Next Issue: The Wisdom o/john Bender Returns* 
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The English Patient ***** 

GABRIEL YARED 
Fantasy FCD-16001-2 . 

27 tracks - 75:12 

The worlds musicians celebrate 
our differences, and composer 
Gabriel Yared had the difficult task 
of unifying these differences into a 
coherent musical statement In The 
English Patient Yared is unfamiliar to 
most score aficionados, but I suspect 
after viewing the film and his recent, 
richly deserved Best Dramatic Score 
win at the Academy Awards, he will 
be more revered. Director Anthony 
Minghetla's film plays upon notions 
of perception and misconception of 
racial and national identity, and it is 
a rich tapestry to which Yared 
weaves his brilliant compositions. 

Like Patrick Doyle, Yared seems to 
be inspired by classical masters of 
the past rather than his contempo¬ 
raries in the film world; there ore 
echoes here of Vivaldi, Bach and 
Handel in the arrangements. The 
film's many beautiful moments are 
underscored with delicate piano, 
violin and harp compositions that 
foreshadow and underline the 
tragedy that befalls the lovers. There 
are moments in the score that will, in 
years, reawaken the emotions one 
felt upon initially viewing this master¬ 
piece, And this is perhaps what 
every film composer aspires to but 
few ever achieve. -Oscar Benjamin 


RACHEL FOREMAN 
Mf ramax/Hollywood MH-62069- 2. 

IS tracks - 42.55 

The scone for Emma is one of 
Rachel Portman s best. From the ex¬ 
cellent "Main Titles" to the eloquently 
romantic "Proposal/ Portman deliv¬ 
ers the goods much more so than 
Patrick Doyle's similar effort in last 
year's Sense and Sensibility, 

The thing I like best about Rachel 
Portman is her innate ability to bring 
a sense of humor to her music, with¬ 
out ruining the pacing or the emotion 
of o scene (who can forget her dri¬ 
ving main (heme accompanying 
Anthony Hopkins's numerous 
heallhy-bowe! speeches in The Road 
to WeMe? j. In tracks like "Sewing 
& Archery" and 'The Coles Party" 
she provides the character of Emma 
with an almost devious theme as she 
sets about the business of matchmak¬ 
ing; the music is both subtle and 
clever I often wonder what Portman 
would do if given the task of scoring 
a Woody Allen picture. (Doesn't 
Used People sound suspiciously like 
an Allen soundtrack, anyway?) 

With its layered themes, tight 
orchestrations and sweeping roman¬ 
ticism, Emma's Oscar win for Best 
Comedy or Musical Score was well 
deserved. Portman has definitely 
emerged in the '90s as one of film's 
finest composers. -Dave Buzau 
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SUPER COLLECTOR SOUNDTRACK AUCTION 

*THE AUCTION CLOSES AT 8:00 P*M, PST OIM WEDNESDAY, JUNE 11,1997, 

*ALL TRADES WILL BE CONSIDERED AS BIDS. (SEE WANT LIST BELOW) 

*ALL FIRST BIDS MUST BE FAXED OR MAILED WITH FULL NAME, ADDRESS 

AND PHONE NUMBER. THEN YOU CAN CALL IN FOR CURRENT HIGH BIDS AND 
RAISE YOUR BIDS AT THAT TIME. PLEASE ASK FOR JOHN. 

*WE ACCEPT VISA, MASTERCARD AND DISCOVER 

*NQ 1ST BIDS WILL BE ACCEPTED THROUGH E-MAIL* 1ST BIOS MUST BE FAXED 

OR MAILED. (YOU CAN RAISE BIDS THROUGH E-MAIL, AFTER A FAXED/ MAILED 

1 ST BID IS RECEIVED. HOWEVER, IT IS BEST TO CALL WHEN RAISING A BID.) 

r SUPER COLLECTOR 

16547 BROOKHURST ST. 
FOUNTAIN VALLEY, CA 92708 USA 
(714) 839-3693 24HR. FAX (714) 839-8263 
Online Catalog: www.supercollector.com 
E-Mail: supcrcollcctor^supercollector.con^ 

SEND $2.00 FOR OUR MERCHANDtSE CATALOG. 64 PAGES OF CD MOV/E SOUNDTRACKS, JAPANESE ANtME CD SOUNDTRACKS, 
JAPANESE ANIMATION ON VMS/ LASER DISC. SCf-Ft & HORROR MO V/ES FROM THE U.S & AROUND THE WORLD & MUCH MORE , 

2010 (DAVID SHIRE) 

ALWAYS (JOHN WILLIAMS) 

AMAZING GRACE AND Cl iUCK (ELMER BERNSTEIN) 

another hours names hdhnehi 

APOLLO 13 i JAMES HORNER. REAL MCA PROMO COPY, NO DIALOGUE) 
AROUND THE WORLD IN BO DAYS (BILLY GOLDENBERG) 

MATINEE (JERRY GOLDSMITH] 

MEMOIRS OF AN INVISIBLE MAN (SHlRLET WALKER) 

MICHAEL J. LEWIS-FILM MUSIC (PROMO, ORIGINAL SCORES) 

Ml S3 (SS I PPl BURN 1 NO (TREVOR JONES) | 

MOM AND DAD SAVE THE WORLD (JERRY GOLDSMITH) 1 

MOON OVER PARADOR (MAURICE JAFtRE) 

CHRIS YOUNG 5 CD 
PROMO SET 

-SPECIES -TALES FROM THE HOOD 
-HEAD ABOVE WATER -VIRTUOSITY 

4 .UNFORGETTABLE (AS SET ONLY) 

BABY'S DAY OUT (BRUCE BROUGHTON, PROMO) 

EA5IL POLE DOUR IS SAMPLER (PROMO, VARIOUS FILMS) 

bat (Christopher young) 

BETRAYED (BILL CONTI) 

MY LEFT FOOT/ DA (ELMER BERNSTEIN) 

NAME OF THE ROSE. THE (JAMES HORNER) 

N'GHTMARE ON ELM STREET 1 4 ll . A (C BERNSTEIN/ C YOUNG) | 

NO MAN'S LAND iBASIL POLEDOURIS) | 

FOR.SALE 

-'FLIGHT OF THE NAVIGATOR* MUSIC 

BY ALAN SILVESTHI $14,99 


urr limii ^ ncn i un nwnri 


■BABYLON 5 VOL. 2- MESSAGES FROM 

BLOOD IN SLOOD OUT (BILL CONTI. VARESE ISSUE) 

ORCA (ENNIO MORRICGNE) 


EARTH* MUSIC BY CHRISTOPHER 

FRANKS *15.90 B5 VOL 1 ALSO Si 6 09 

BOURNE IDENTITY. THE (LAURENCE ROSENTHAL) 

BOY WHO COULD FLY. THE (BRUCE BROUGHTON) 

rAPtHnuutit (rwjNa 

PINO DONAGGlOGYMPHONO SUITES (VARESE CLUB. NUMBERED) 
FIFLATES (PHILIPPE SAHDE, VARESE ISSUE) 

■‘NIGHT OF THE RUNNING MAN* MUSIC 

BY CHRISTOPHER FRANKS *14.93 
■BATTLESTAR GALACriCA 4 CD SET 

BUCCANEER (ELMER BEHNSTElN) 

BUFFALO GIRLS (LEE HQLORIDGE. PROMO) 

BURGS, THE (JERRY GOLDSMITH. VARESE CLUB, NUMBERED) 

CABLE GUY. TH E (JOHN QTTMAN, PROMO) 

CALL OF THE WILD (LEE HQLDFtIDGE. PROMO) 

CASUALTIES OF WAR (EfiNSO MORRlCONE) 

CATCH ME IF YOU CAN {TANGERINE DREAM} 

CHASE, THE (JOHN BARRY) 

CHRIS YOUNG SAMPLER VOL 1 (PROMO) 

COLD FEET (TOM BAhlER. VARESE) 

COMPANY OF WOLVES. THE (GEORGE FENTON) 

CRIMES OF THE HEART (GEORGES DELERUE) 

CROSSING DELANCEY [PAUL CH IMARA) 

CYBOHG-YAN DAMME (KEVIN BASSINSQN) 

DAD (JAMES HORNER) 

PRESUMED INNOCENT (JOHN WILLIAMS) 

PURE LUCK (DANNY ELFMAN & JONATHAN SHEFFER) 

QUEST FOR FIRE, THE (PHILIPPE SARDE) 

QUILLER M EMOFIAN DUM, T HE (JOHN BARRY) 

RACE FOR THE YANKEE ZEPHYR/THE SURVIVOR (BRIAN MAY) 

RAGE IN HARLEM. A (ELMER BERNSTEIN) 

RAID ERS 0 F TH E LOST ARK (JOH N W1LL [AMS. POLYDOFt ISSU E) 
RAMBLING ROSE (ELMER BERNSTEIN) 

RAMPAGE {ENNIO MQRRECQNE) 

RANDY M1LLER‘MU SIC FOR FILM (PROMO) 

RAZOR'S EDGE, THE (JACKNITZSCHE) 

RED SONJA/ BLOODLINE (ENNIO MQRRICQNE) 

RICH MAN. POOR MAN (ALEX NORTH, VARESE) 

RICHARD BAND: MUSIC THROUGH THE YEARS (PROMO) 

RICHARD BELL IS FILM MUSIC VOL. 1 (PROMO) 

MUSIC OF ST(J PHILIPS (PROMO) $74.99 
■'IN COLD BLOOD 1 MUSIC BY HU MM IE 

MANN (PROMO) *19.99 

-‘THE SCARLET LETTER- (1973 PBS) 

MUSIC BY JOHN MORRIS *14.99 
■-CUJO/ THE COVENANT 1 ' MUSIC BY 
CHARLES BERNSTEIN (PROMO) $19-99 
■ + JET SONS: THE MOVIE/ JONNY GUEST- 
JONNVS GOLDEN QUEST 1 MUSIC BY 

JOHN DEBNEY (PROMO) $19 99 
■ACE VEffTURA 2: WHEN NATURE CALLS' 
MUSIC BY ROBERT FOLK (PROMO) $’,9.99 
-‘DFtACULA DEAD AND LOVING IT* MUSIC 

BY HU MM IE MANN (PROMO) $19.99 
-■SPACE: 1999 YEAR 2* MUSIC BY DEREK i 
WADSWORTH (PROMO) $29 99 

DARK EVES (FRANCIS LAI) 

DEAD. THE (ALEX NORTH VARESE) 

DEGElVEHS THE (JOHN SCOTT) 

RICOCHET (ALAN SILVESTHI) 

RIVER, THE (JOHN WILLIAMS) 

ROHERT FOLK-SELECTED SUITES (2 CD PROMO) 

DACC TATAA TUC fit CV UrtQTU f* 1 lib Ml lUQEDCr.t 

■STEVE EDWARDS PROMO CLJ$- MUSIC 

FOR FILM & SONGS FROM FILM 4 T V. 

$14 99 EACH 




\ F W F R O M 

DONT LOOK NOW iPINO OONAGGIO) 

OREAMSCAPE (MAURICE JARRE) 

EGYPTIAN. THE (ALFRED NEWMAN 4 BERNARD HERRMANN. VARESE) 

EIGHT MEN OUT (MASON DARING. VARESE ISSUE) 

SEA WOLF THE (CHARLES BERSTEIN, BAY CITIES} 

SELECTED FILM MUSIC BY CLIFF EIDELMAN (PFtOMO) 

SELECTED THEMES, ALAN S1LVESTRI (PROM, 2 CO SET) 

SELECTIONS FROM FANTASIA 4 OTHER DISNEY (VARIOUS. PRQMQ) 

S IJ p"e r TRACKS 

"KAZAAM" & -THE ASSOCIATE" 
BOTH SCORES 8Y 

ruDiemoucn TVMn 

FEDORA/ CRISES (MIKLOS R02SA. VARESE CLUB, NUMBERED) 

FILM MUSIC OF ALFRED NEWMAN (VARESE CLUB NUMBERED) 

F| Y (1 (CHRISTOPH FR YOUNG) 

SHIPWRECKED (PATRICK DOYLE) 

SOPHIE'S CHOICE (MARVIN KAMUSCH) 

SPAGECAMP (JOHN WILLIAMS, JAPANESE) 

UnrllolUrrltn 1 tINLj 

su m EACH 
(HOT $414.99 EACH) 

OR BOTH FOR $24.99 PLUS 

FOG, THE (JOHN CARPENTER) 

SPIES LIKE US (ELMER BERNSTEIN) 

FRANTIC (ENNIO MORRlCONEl* 

FR£0 KARLIN COLLECTION. THE (PROMO) . 

GRlFTERS, THE (ELMER BERNSTEIN) 

SPIRIT OF ST. LOUIS* THE (FRANZ WAXMAN) 

STAGECOACH/TROUBLE WITH ANGELS (JERRY GOLDSMrTH) 
STEWART COPELAND FROM RUMBLE FISH TO GRIDLOCK 't (PROMO) 
SUMMER STORY* A (GEORGES DELERUE) 

POSTAGE AND HANDLING 

“DRAGON BALL' MUSIC BY 

HEAVYWEIGHTS [J A.C. FEDFOFID, PROMO) 

HELLO AGAIN (WILLIAM GOLDSTEIN) 

HOPE AND GLORY (PETER MARTIN, VARESE) 

HOT SHOTS (SYLVESTER LEV AY) 

HOT SHOTS! PART DUEX (BASIL POLE DOUR IS) 

HUMMIF MANW-MUSIC FOR FILM (PROMO) 

ISLANDS IN THE STREAM (JERRY GOLDSMITH) 

JAGGED EDGE (JOHN BAHFtY, VARESE CLUB. NUMBERED) 

JULIE &. JULIA (MAURICE JARRE) 

SUSPECT (MICHAEL KAMEN) 
i TEMP, THE (FREDERIC TALGORN) 

TEMPLE OF DOOM. INDIANA JONES AND THE (JOHN WILLIAMS) 
tfya<* ii ff urn nnimr PRnkim 

PETER BERR1NG 

FROM THE ANIMATED KID S 
T.V. SHOW $14.99 

TREY UVE (JOHN CARPENTER) 

THOSE SECRETS (THOMAS NEWMAN. MASTERS FILM MUSIC) 

TOO LATE THE HERD (GERALD FRIED, PROMO) 

TRANSFORMERS: THE MOVIE (VARIOUS) 

TREASURE ISLAND (CHRISTOPHER L STONE, PROMO) 

COMING SOON FROM 

S 0 F F R“ T R ACK"S 

WALT DISNEY'S 

••pi rot Kin" RY 

KNIGHTS OF THE ROUND TABLE (MIKLQS RQZSA) 

KRAFT-SENJAMIN SAMPLER (FROMQ, VARIOUS) 

TURBULENCE (SHIRLEY WALKER, PROMO) 

TUSKEQEE AIRMEN (LEE HOLLHIUGE. PHOMG) 

rino i r\i u ldi 

RICHARD GIBBS 
ROBIN COOH'S 
"INVASION” BV 
DON DAVIS 

KRULL (JAMES HORNER. GOLD CD. LIMITED EDITION) 

LAST SIARFIGHTER, THE (CRAIG SAFAN. SOUTHERN CROSS) 

LAST UNICORN. THE (JIMMY WEBB) 

LAURENCE ROSENTHAL FILM MUSIC (PROMO* 2 CO) 

LAWRENCE NASH GRQUPE- THEMES 4 MAIN TITLES (PROMO) 

LEGEND (JERRY GOLDSMITH. ORIGINAL ISSUE.-DIFFERENT COVER) 
LIGHTNING JACK (BRUCE ROWLAND. AUSTRALIAN) 

LITTLE GIANTS (JOHN DEBNEY, PRQMQ) 

V-THE FINAL BATTLE (DENNIS McCAFTTHY, PROMO) 

VIEW TO A KILL, A (JOHN BARRY) 

WAR AT HOME, THE (BASIL POLEDOUR1S* PROMO) 

WEEDS (ANGELO BADALAMENTi) 

WHERE THE RWER RUNS BLACK (JAMES HORNER) 

WHITE FANG 2 (JOHN DEBNEY, PROMO) 

WHITE MISCHIEF (GEORGE FENTON) 

WHITE PALACE (GEORGE FENTON) 

WHO FRAMED ROGER RABBIT? (ALAN SELVESTRI) 

WILLOW (JAMES HORNER) 

WISDOM (DANNY ELFMAN) 

WITCHES OF EASTY/ICK, THE (JOHN WILLIAMS) 

LITTLE SHOP OF HORRORS (ALAN MENKEN) 

LONDON SESSIONS VOL 2, THE (GEORGES DELERUE, VARESE) 

MAJOR PAYNE (CRAIG SAFAN, PROMO) 

MAN IN THE MOON. THE (JAMES NEWTON HOWARD) 

MAN ON FIRE (JOHN SCOTT) 

ALWAYS BUYING 
SOUNDTRACK CD'S 
ONE CD TO ENTIRE 

MASTERS OF THE UNIVERSE (BILL CONTI. ORIGINAL VAFtESE ISSU^) 

2ELLY AND ME (PINO DONAGGlO) 
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© Poltergeist 

JERRY GOLDSMITH 
Ehirn R2 72725 . 

13 tractes - 68:10 
I was trying to list 
the top-five movies 
with Jerry Goldsmiths 
best scores: great films 
with great scores that (1) have a central brilliant 
idea or theme, (2) develop this into a major and 
coherent musical work, and (3) play a major role 
in the movie. Star Trek The Motion Picture has a 
great scone—but the picture stinks. Alien is first- 
rate all around, but the music was sliced and diced 
into a bit player The Omen is a great conceptual 
score, but the movie is more titiilation than any- 


expression oF the cinematic supernatural If John 
Barry's SLyle is gently to reOea the emotions of the 
viewer. Goldsmiths here is to create them, to stay 
that one step ahead and be a spectacular lightshow 
of sound—but a display tied to the plot, and in 
fact speaking for it. never showing off for its own 
sake. This is a score where no musical sting is just 
a "boink’— it's a fascinating, arresting rip of sound. 

Although Poltergeist is not the single score to 
remember Jerry Goldsmith by—1 don’t know 
what is—it Is perhaps the ultimate expression of 
his genius: that special home-run that didn’t just 
win a ballgame, or mark his 50ih of a season, but 
went into the fourth upper-deck loo. It did mark 
the end of an era for him—the next year movies 
started to go south, Return of the Jedi leading the 


compiled by Trevor Willsmer (Movie Collector). 

In the chain of Peckinpah disciples 1 can only 
be considered a third-string junior cadet, but 
dammit, I wish everybody would see this movie. 
Ids a filmmaking masterpiece, and one of the most 
brilliant ethics lessons ever, all the while being the 
least didactic thing in the world. 

Jerry Fielding^ score is one of the all-time bril¬ 
liant cases of a composer perfectly matching a 
dircctoTs vision, but in an instinctual, strange way 
Its like Fielding’s brain exploded, and out came 
Peckinpah's ideal musical match. He satisfied the 
directors wish for Mexican source music, the indi¬ 
viduality you get from a folk song or single guy 
strumming a guitar, but also spoke of violence, 
foreboding, fear, joy, and adventure, churned out 



Ten Thumbs-Up New Albums 

New CDs I'm Happy to Have, In Roughly This Order by Lukas Kendall 


thing else. (Let’s not play ‘ list the best Goldsmith 
scores to terrible movies," there are fifty of them.) 

Ctaaiown is the best movie Jerry Goldsmith 
ever scored, and while his music is sparse and 
monoihemalic, its brilliant. This tops the list. 
Planet of the Apes is number tw o—it has the added 
bonus of being a groundbreaking conceptual score 
for any film. Two other Franklin Schaflner pic¬ 
tures, Patton and Papilkm, bring us to four. And 
although Goldsmith has done so many great 
scores for above-average films —Lonely Arc the 
Brave t The List of Adrian Messenger Tlie Sand 
Pebbles, Under Fire, even Total Retail and Basic 
Jnsfintf if you wranl to be weird—Fm stalling to 
think Poltergeist is number five. 

Poltergeist is jerry Goldsmiths “Rite of Spring.” a 
monstrous masterpiece. Encompassed within are: 
(1) a lovely tonal theme for Carole Anne, (2) an 
equally beautiful, Debussy/Stra vinsky styled 
whole-tone theme lor “the light,* (3) tons of devel¬ 
opment and ornamentations, both traditional and 
avant-garde, plus (4) far-out sounds, like the rub 
rods and waterphone, unique to this picture (and 
perhaps Star Trek: The Motion Picture). And, (5) ifs 
perfect for the movie, at once accessible, elaborate 
and understated, full of ingenious themes and 
sub-themes where color and melody are insepara¬ 
ble. Its usage in the picture even makes an inter¬ 
esting statement: it starts and ends around the 
Carole Anne character, suggesting the ways in 
which children are more subject than adults to the 
worlds of imagination and unreality. 

[f there Is a single downside to Poltergeist, it is 
how closely derived the harmonic and orchestral 
language is from Stravinsky and Debussy. (There’s 
a story, possibly apocryphal, where someone asked 
Goldsmith what his influences were; he replied, 
‘'Isn’t it obvious?”) But he’s using them for the first 
time in a film like this, and they make for the per¬ 
fect combination of terror and beauty a new 


way and Goldsmith liegan his unending experi¬ 
mentation (in Under Fire) with a more keyboard- 
oriented sound. And yeah, It is a shame Spielberg 
never called him again after this and the “Kick the 
Can” segment of Twilight Zone: The Movie. 

This new album is perfection incarnated as 
same: a complete-score, dynamic-sound program 
with fine liner notes by Jon Burlingame, one of 
those rare discs where the complete, chronological 
score lends itself to a flowing album. Poltergeist is 
like a gargantuan math problem that renders itself 
as enjoyable as a gourmet meal. If it could talk, it 
would quote Automan from the short-lived '80s 
TV show- of the same name: “On a scale from one 
to ten—Fm an eleven.” 

© The Wild Bunch 

JERRY FIELDING 
Warner Home Video. 

22 tracks - 75:48 
l now have three 
CDs of jerry Fielding’s 
1969 magnum opus, 
and you can! buy any 
of them in stores The first was the mono, archival 
private-pressing produced by Screen Archives; 
(SC-3-JE) on behalf of Fielding’s estate, padded 
with several alternate takes. The second was the 
Japanese reissue (Warner Bros. WPGR-786) of the 
stereo album from 1969, part re-edited onginal 
tracks and part re-recording. 

This new. nearly complete-score CD was remas¬ 
tered from the onginal stereo tracks by Nick 
Redman, a complicated job involving multiple 
takes, stems and guitar overdubs, U is presently 
scheduled for release only with the imminent 
deluxe-edition laserdisc of the film, which will also 
include Redman and Paul Seydor’s Oscar-nomi¬ 
nated documentary, The Wild Bunch: An Album in 
Montage, and a thick Peckinpah book/magazine 


in hursts of idiosyncratic rhythm, melody and 
color. It's ai once total film music (as in the flash¬ 
back cues) but totally not, as in its difference from 
any western score that came before, be it Tiomkin, 
Bernstein, Goldsmith or Morricone. Sometimes 
the music appears so direct, as in the charming 
Mexicana for the Bunch sharing a bottle of booze, 
but other times it is unstoppable, vague, and 
unsettling, as in the polyrhythmic snare drums of 
the unconventional “Main Title.” 

A great essay by John Caps in the supplemental 
booklet offers a cue-by-cue breakdown of the 
music and concludes, "(Fieldingsl scoring finds 
the perfect balance between joining the adventure 
of the Wild Bunch and preserving its own objec¬ 
tive ironic distance. It is both the voice and the 
conscience of the film.” He also points out the 
scored disjoimedness: it tends to emphasize what¬ 
ever is on screen, but not in a retarded contempo¬ 
rary action-score way It’s more as if Fielding was 
afraid of misleading the jury (audience) by testify¬ 
ing upon anything except the evidence on hand. 
That contributes to the films overall unusual 
feel—when l first saw it, 1 found it oft-putting, 
almost anti-climactic... ragged, but only in that l 
couldni spot its intricate connections right away. 
But it’s not intentionally accessible or inaccessible; 
lire filmmakers dispense with any artifice except 
that which is instinctively their own. The violence 
they record is almost quaint compared to todays 
action films, but its the ugliness of human behav¬ 
ior underneath that leaves a raw feeling. 

For Wild Bunch fans, this new stereo CD is a 
must-have. Daniel Hersch’s seamless digital edit¬ 
ing and Redmans sequence make an album out of 
the music more so than the Screen Archives disc— 
which was also too sharp/fast (literally, most likely 
due to irregularities in the equipment Fielding 
used to make his personal dupes). You’ll want to 
keep the SAE disc for at least one track, “Song 
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from The Wild Bunch 7 ,” the lone guitar heard 
when Pike is making the decision to go back for 
Angd. This was used as the end credits of Seydor 
and Redmans documentary; being available only 
in mono, it was left off the new CD. Heard for the 
first time is Fielding’s alternate end credits, a sen¬ 
timental orchestral version of “La Golondrirua" 
which would have given the conclusion more of a 
"movie" feel The Willsmer-edited Peckinpah 
booklet includes an account by Nick Redman of 
the disagreements between Peckinpah and 
Fielding during the production, offering the infor¬ 
mal ion that producer Phil Feldman wanted Laio 
Schifrin—now fJujf would have been different. 
Also reproduced is Peckinpahs infamous "1 want¬ 
ed Mexico—what did I get, Vienna?” memo. 

Of this writing there are no plans to issue lIus 
CD separately, although that remaps a possibility 
through Warner Bros. Records. 

© The Simpsons 

ALF CLAUSEN 
Theme by Danny 
Elf man; Lyrics, Addi- 
tiorud Music by Various 
Rhino R2 72723. 

39 tracks - 55:55 
College was great in 
that it weaned my sorry ass off of the boob tube. 
However, there was one show for which I joined 
my smart-alee Amherst brothers and sisters in a 
migration to the nearest cable-connected TV set: 
The Simpsons Rhinos new CD is perhaps the best- 
eve r blend of dialogue, music and underscore on 
a soundtrack album. The laughs, as in the show, 
come fast and furious. My favorites: "Tire Amend¬ 
ment Song,” with the same vocalist (Jack Sheldon) 
who did those cheesy VOs Saturday-morning 
spots (“There's a lot of flag burners who have got 
too much freedom/] wanna make it legal for 
policemen to beat 'em"); Mr, Burns's version of “Be 
My Guestnow “See My Vest"; Homer’s rendition 
of "It Was a Very- Good Beer"; and the church choir 
singing "In-a-GaddadaVida.” (“Wa [tarn inure, this 
sounds like rock and/or roll. I") 

Divinely inspired is the entire musical of Fianel 
of the Apes, from the cheesy 80s “Dr. Zaius” to the 
upbeat “Chimpan A to Chimpan Z," in which the 
revelation that "Oh my God, I was wrongdt was 
Earth all along” is given the same, sunny musical 
treatment as the lyric just previous. In general, the 
show has been quick to lampoon musical theater, 
gleefully beating it for the dead horse that it is. 

The vocal performances are top-notch, especial¬ 
ly those by Dan Castellanera (Homer, Grandpa 
Simpson, Krusty, Apu) and Phil Hartman (Troy 
McClure), The lyrics are consistently riotous, and 
series composer Alf Clausens settings of them and 
his arrangements are magnificent. There are no 
less than a dozen Clausen variations of the catchy 
Danny Elfman theme, my favorite being the 
Australian one—Clausen didn’t even attempt an 
Aussie version of the five-second “Grade Films” 
logo, he just underscored it with a didgeridoo blat. 


There isn’t much underscore here, and many 
songs remain for a volume two—like Homers "Mr. 
Plow ” jingle, and his "’Yummy yummy yummy, I’ve 
got love in my tummy.” But Rhino, Fox and 
Clausen have assembled an entertaining album 
which is commercial without being sucky in the 
slightest. Clausen is excessively procedural in his 
liner notes, but the introductory essay by Matt 
Greening well states the show’s belief in, and cre¬ 
ative use of, music. 

And how many TV albums can 1x>ast an origi¬ 
nal (pseudo-) Michael Jackson song? “Happy 
Birthday Lisa,” from the episode in which the fain¬ 
tly befriends a mental pattern who sounds like the 
King of Pop, is a sweet, moving tune over a piano 
vamp and lone bucket drum, a duet with Bart 
(Nancy Cartwright). The vocal is credited to Kipp 
Lennon, who also sings "Flaming Moes"; although 
Jackson did provide the speaking voice for the 
character under a pseudonym, Fm told he did not 
perform the song due to a contractual provision 
with Sony It sure sounds like him. though. As for 
who wrote it (its credited to “WA. Mozart"), 1 
asked Clausen in an on-line chat, and he respond¬ 
ed, "Mozart was a very prolific composer, Lukas." 

© Rosewood 

JOHN WILLIAMS 

Sony Cfossiatf SK 6303 J. J5 tracks - 49:32 

After Wynton Marsalis^ music was rejected, 
John Williams rescored John Singleton k Rosewood, 
the true story of a black town chat was burned in 
the 70s by neighboring white-trash The movie 
therefore appealed to two demographic groups: 
black i^eople and film music fans. The dismissal of 
one of the most renowned black composers, inex¬ 
perienced to film, recalls the situation with Roots, 
there, Quincy Jones was the initial composer for 
obvious (black) reasons, but was replaced with 
one of the best white composers (Gerald Fned) 
then available for that type of project, when the 
particular requirements of writing underscore 
mandated an experienced hand (Marsalis has 
retained screen credit in Rosewood for various 
source music, a la Mark I sham in WatemoAd.) 

Fortunately, and not surprisingly, Williams's 
score is marvelous. Actually it runs parallel to 
some of the the music Fried came up with for 
Roots; Williams writes a beautiful main theme, 
which is Americana/spiritual and instantly identi¬ 
fiable as his style; it acts as a noble bookend for 
this profound story He also provides his best 
white-male versions of gospel music, as Fried 
roughly sketched out Negro spirituals in his epic 
mini-series. But mostly Williams underscores the 
story as a story, independent of race, which may 
have been the problem with Marsalis's music, 
w hich reportedly bore some of his jazz roots. 

Any Lime a black director makes a movie, white 
[people go, Uh, are we supposed to like this? Or 
are we sup posed to show objectivity by not liking 
it?" In the case of Rosewood, critics mercilessly did 
the latter, 1 understand the problems people had 
with this film: you have this tale of genocide, and 


in the middle is a black Clint Eastwood charac¬ 
ter—but what, white people can make dumb 
genre movies, but not black people? I think, black 
people should have every right to ruin their 
movies as white |>eople. Singleton refused to be 
the Good Negro Documents rian, and the White 
Man has largely screwed him over for it—but 
worse The picture was ignored. 

Not tliai Rosewood is ruined. With any movie 
full of atrocities, be it Holocaust or lynch mobs, it’s 
going to be rough going, and some concessions 
have to be made to mainstream audiences. In 
Rosewood, those concessions were at least fairly 
honest. It takes a pretty dumb white person not to 
recognize the Ving Rhames gunslinger ch a racier 
for the fictional audience surrogate that he is. 
Watching lynch-mob atrocities, it makes you 
boil—you want to get up there and shoot bad 
guys. Any mainstream genocide movie, to be 
palatable to more than the audience for Sfiodt, 
demands someone in the narrative to do it Tor you. 
At least here ii was done tastefully, and 1 thought 
the Rhames character was drawn pretty realistical¬ 
ly with no Sam Raimi theatrics and only one 
impossible escape And while the movie had some 
narrative closure, u left enough of it open and 
unhappy for stupid j^eople to be respectful of what 
they just watched. 

It was a joy to see this movie as scored by John 
Williams. People have a habit of charting a com¬ 
poser’s work as if he was a politician, up or down 
in the polls. Goh, this score was lousy, he's lost all 
talent, but this score was great, he^ smart again Its 
ridiculous. John Williams can do anything, any 
time. He hasn’L written a score like Rosewood for 
decades—because he hasn’t scored a movie like 
Rosewood! Melodieally the aforementioned main 
theme is a long, not easily' remembered melody 
with characteristically Williams turnarounds. 
Harmonically it seems part blue-note, pan chro¬ 
matic, but all Williams. A beautiful theme for 
recorder, based on two dominam-sevemh (i.e, 
gospel) chords, underscores the relationship 
between Mann and the young woman, Scrappie 
Like Roots, the movie has a backward-chronicling 
form; Williams captures the setting of both the 
black and white towns with a folk feel, and the 
French horn theme somehow has a non-racial cast 
to it: it's simply hope. 

Most of Williams's underscore is brilliantly 
imperceptible. With many of James Homer’s sus- 
pense scores like Ransom, the music always strikes 
me as imperceptible, but annoying. Its going, 
"hey, Fm imperceptible," but at the same time 
dragging out, not completing what it began— 
screech, screech, screech. Williams keeps the ball 
moving so that the music erases itself, leaving 
behind memories of melodies and colors that were 
fully realized. It’s a classic case of the understated 
film score, the kind that well suits movies taking 
place in the past. After l saw the film, 1 couldn’t 
remember it, but I knew it was good. It also suit¬ 
ably backed off the violence, allowing the film’s 
imagen ? to do its work (The production design 
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and look-and-feel of this film were wonderful; I 
don’t remember the last time mud was made to 
fed so much like home,) And although the score 
was annoyingly buried in the sound mix, the 
sound work was spatially very impressive, with 
the various whizzing bullets. 

Director Singleton offers his admiration of 
Williams in the booklet, and he’s not joking—by 
all accounts he is a film music fan, It must be so 
awesome to have John Williams write music for 
your movie; he is, and has been since Jaws, the 
single greatest working film composer, The 
Rosewood album is a joyous reminder of what film 
music once was: you’d see □ movie, it would have 
memorable music with several developed themes, 
and you’d buy the album as a souvenir It had the 
music out of order but you didnt care, because it 
was nice to listen to you’d probably never see the 
movie again anyway; and there would be another 
soundtrack next month 

© Mars Attacks! 

DANNY ELFMAN 

Atlantic 52992-2, 19 tracks - 46:54 

I'm surprised that Jeff Bond disliked this picture 
(see his review, p 35), since our highly evolved 
Talosian minds usually agree on such things. 1 
thought Lhe whole point was making the human 
characters unfunny, unappealing dullards. The 
jaded industry crowd I saw the film with was 
howling their brains cut*—then again, that's prob¬ 
ably danger-sign number one. Anyway Tim 
Burton hates his audience, and so do I. 

Elfmans Martian theme on album is just as 
ingeniously simple, catchy and driving as I 
remembered. Prokofiev on acid. His use of 
Hernnanncsque sci-fi chords (major triads a tri¬ 
tone apan) is dead-on, and its impressive how 
much of the bridge of the main title comes out of 
his bur-pitch Martian motive. Overall the early 
syrnh, the re min patches, bongos. Indian si tars, 
choir and large orchestra form a listening experi¬ 
ence full of entertaining nuggets, although the 
album loses its way in terms of larger structures 
(Its bigger setpieces include Elfmans Lake on 
lounge music for the Lisa Marie sequences, and his 
attempt at patriotism, which sounds like John 
Williams without any short-term memory) If 
Howard Shore on Ed \Kbod tended to fragment 
Burton’s film into unrelated scenes, Elfman on 
Mans Attacks ! makes too much of it run together. 

1 must congratulate the person who selected 
Slim Whitmans "Indian Love Call.” a truly psy¬ 
chotic piece of music. Interplanetary invaders: you 
have been warned. 

By the way, in my initial MAI review (#76). 1 
noted how ineffective the movie’s ad campaign 
was Here is the approach that would have made 
this movie into a Beetfcjuke-sized hit: the trailer 
should have been from the Martians' perspective, 
with them at a retro Martian blackboard explain¬ 
ing ("Ack ack ack”) all the delicious mayhem they 
would cause (intercut real scenes of same). Then 
switch to a more normal type of trailer, cutting 


together various shots, except when the announc¬ 
er^ deep, reverbed voice comes in, he speaks 
booming Martian: "Ack ack ack ack...” The point 
would be to showcase the movie as the Simpsons 
Halloween episode/Tim Button movie it was, 
instead of a bonng version of Independence Day. 

© Crash 

HOWARD SHORE 
Milan 73138-35774-2. 
15 tracks - 44:42 
When the Howard 
Shore bandwagon next 
rolls through town, 
include me ini Just 
w r hen you would like to destroy all electric guitars 
to keep them out of the hands of Alan Si l vest ri and 
Hans Zimmer, comes this ingenious, hypnotic cre¬ 
ation. For Crash, David Cronenberg’s new, reviled 
movie about people who like to have sex in car 
wrecks, longtime collaborator Shore has crafted a 
chamber ensemble of electric guitars, selected 
winds, percussion and harps, the whole thing 
electronically manipulated after the fact lt^ a use 
of electric guitars I've never heard before: pin¬ 
point. mechanical, but minimalist and mesmeriz¬ 
ing, the perfect sound for seductive machinery h 
sounds enormously complicated, but is based on 
little more than a minor scale (flatted sixth), 

1 have yet to see the Film, but want to, since l m 
such a big fan myself of sex during car crashes. Ill 
have more to say at that time. 

© The Best 
of Star Trek: 

30th Anniversary 
Special 

GNP/Crescendo ON PD 
8053 19 tracks - 63:5J 
This is a surprisingly 
coherent album, show¬ 
casing some of the best Trek work over the 
decades—and look, iTs Jerry Fielding! Five min¬ 
utes of Fielding’s music to The Trouble with 
Tribbles' had been recorded by Fred Steiner on 
one of the mid-‘80s Varese CDs, but nobody con¬ 
ducts Fielding like Fielding, so ifs nice to have his 
original soundtrack. The “Tribbles” score is ch a lin¬ 
ing, showing how Fielding’s frenetic style, so 
aggressive in The Wild Btmck, could quickly be 
turned to comedy Crescendo adds seven minutes 
to the suite initially configured by Steiner, includ¬ 
ing two source cues unheard in the episode, and a 
quirky almost Asian piece which Fielding later 
used in The Mgfitcomers (1972). Fielding also 
reused bis effect for the nibbles—overdubbed 
tram hones at twice normal speed—lor the pro¬ 
longed rape scene in Straw Dogs , which makes for 
an imeriextual conflict indeed. 

I hate it when reviewers say, “Now if only [label] 
will release [other score] J but 1 must point out 
how great FieldingS other Trek score is, “Spectre of 
the Gun," a precursor to his work on The Wild 
Bunch. I would love to hear its original tracks after 


living with the slowed-down Label X re-recording 
all these years. (It is also a matter of galactic sur¬ 
vival that 1 have George DdoingsMetamorphosis 1 ' 
and Gerald Frieds "Friday’s Child.") 

Also on the 30th Anniversary CD is an unre¬ 
leased Ron Jones score from Star Trek: The Next 
Generation, the first-season “Heart of Glory.” This 
is a terrific episode which marked the Klingons 1 
return to Trek, accompanied by Jones’s adaptation 
of Jerry Goldsmith's filth-laden Klingon theme 
from the first feature. Jones mapped out a sound 
world which made sense for the show’s slightly 
more sophisticated take on the future: he empha¬ 
sized the wonder of journeying to the stars, took a 
stab at Hoist-meets-Goidsmith, and his minimal¬ 
ist, computer-driven sequences were a perfect ana¬ 
log for Lhe shows more mysterious moments. 
Through simple repetition, and a harmonic lan¬ 
guage of thirds and fifths, lie evoked the loss of 
control created by living in a computer-controlled 
environment—and gave the listener “hooks” to 
follow in the best tradiLion of Goldsmith or 
Herrmann. The 15-minute ‘Heart of Glory” suite 
is already dated by late ’80s electronics, but its 
combination of seriousness and storytelling drive 
was the proper musical solution to “new Trek ” 

Moving to TNG’s fifth season, “The Inner Light” 
was one of the best-ever Trek shows. Picard is 
zapped by an alien probe and lives another life on 
a dying planet (how the culture decided to pre¬ 
serve itself, through someone dse’s memory). So 
many times in sci-fi, or any movie, some town is 
vaporized, and that’s a plot point. In “The Inner 
LigluJ' you become acquainted with an entire fam¬ 
ily on some far-away world—a culture seen 
through its eyes. When long-lost friends and rela¬ 
tives come back to life at the end, to tell Picard that 
he is not the ordinary guy he thinks he is, but ihe 
chosen one” who must remember them, it’s devas¬ 
tating. "lhe Inner Light” is one of the few Tirfz 
episodes to make dramatic on-screen use of 
music, in a “Ressikan flute” (i.e., pennywhistle) 
that Picard plays in his alternate life. Jay 
Chattaway wrote the lovely theme for this purpose 
and recorded a developed orchestral arrangement 
for this album, it couldn’t have been better. 

Rounding out the album is Dennis McCarthy: 
12 minutes from an “Inner Light “-styled Deep 
Space Nine episode. “The Visitor,” and 14 minutes 
from the swashbuckling Voyager installment, 
“Heroes and Demons.” Dennis McCarthy has writ¬ 
ten more music than anyone in which not a single 
bar can be remembered: “The Visitor' 1 is elegiac 
and lovely, but disappears the second its over. 
“Heroes and Demons” is better due to its subject 
matter, but also makes an impression more in 
terms of texture than melody McCarthy’s music ts 
like a stream of pads and transitions to and from 
key areas; if somebody offered you the greatest 
vacation in the world, but said you wouldn’t be 
allowed to remember it, why would you do it? 
These two scores are good choices to represent 
their respective shows, but their collective 26 min¬ 
utes bog down the back-end of rhe album 
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By the way, in case you haven't been reading fan 
publications the Iasi eight years, the reason the 
current Star Trek shows favor mood over melody is 
because the producers demand it—which is wise 
for a contemporary cop drama, but not a 30 year- 
old space series essentially told in flashback 
("Captain’s Log, vve have just..”). For me, this 
approach merely exchanges artifice for boredom. 
(Don't forget, there are only two sanctioned moods: 
this is blandly pleasant, and uh-oh, this is danger¬ 
ous.) As the new-Trek reruns play for decades to 
come, they will need subtext more than ‘What 
kind of radiation will stop the subspace anomaly?” 
to recreate a syndication phenomenon like the 
original series. Episodes will have to be strong and 
interesting the 50 th time, and you get those by 
having shows that are visually and aurally dynam¬ 
ic, not diluted. Well, it's their shortsightedness. 

The 30rh Anniversary album does present ‘The 
Best of Both Worlds, ’ so to speak, with informative 
liner notes and no less than four corporate logos 
on the front cover, and seven on the back. Also 
included are the main titles to each series, includ¬ 
ing the first release of the third-season recording of 
Alexander Courages original theme. 

H © Music for a 

Darkened Theatre: 
Film & Television 
Music Volume 2 

DANNY ELFMAN 

Disc 2:29 tracks - 74:18 
It’s been exciting to watch Danny Elfman tackle 
new and better things l remember when 1 heard 
Black Beauty for the first lime ("this is Elfman?”), 
then Dolores Gafbome (ditto), seeing the main 
titles for Dead Presidents (burning money new 
sounds—cool), and Mission; Impossible (Lalu 
reborn)... its been great! The long-awaited Music 
for a Darkened Theme Volume Two features sizable 
suites from Edward Seissorfiands, Dolores Gdbome, 
To Die Fm; Block Beauty, Batman Returns* Amission; 
Impossible (with some horrendous edits), 
Sommersby, Dead Presidents, The Nightmare Before 
Chrislmas, Freeway (an unreleased Olivet Slone 
production), and various television music 
(Amazing 5tones, The Flash, Pee-Wee's Playhouse, 
the animated Beedejuice theme, a Mike ad). 

The only headache is Batman Returns, a score 
I've never cared for; I'm not a Nightmare fan either, 
But Dead Presidents is terrific, Elfman meets blax- 
ploitation, introducing many of his current per¬ 
cussion samples. Except to hear Presidents, l don't 
play the Darkened Theatre CDs much; the suites 
are good Readers Digest versions of the scores, but 
I’ve got the albums too. I lowever, l tend not lo lis¬ 
ten to the full albums since I generally don't like 
Hitman’s music away from the films (something 
about it is too potent and manic-depressive)— 
which is why I'm glad I have the suites 1 

Still, there’s a lot of great music on this new 
compilation (well (packaged by MCA, with short- 


and-sweet comments from the composer), and 
most of my favorite scores of the past three years 
have been by Danny Elfman. For all the animosity 
some people have towards the composer, he has 
been incredibly influential unique in many ways, 
and continues to grow. Amongst shit, he is a titan. 

© Maurice Jarre 
at the Royal 
Festival Hall 

Milan 73138-35793-2. 

9 tracks - 69:51 
Maurice Jarre was 
the Danny Elfman of 
his day—except when 
ixople hated him, they didn't try to copy him too. 
In fact, 1 cant think of a single instance of anybody 
copying Maurice Jarre—if there is one, Td like to 
hear it. Unlike some of his film-scoring brothers 
Jarre has been prolific in performing and recording 
concerts of his music. The most successful such 
album may still be Milan’s Mauhcc jane at Abbey 
Road (which features the surprise of all surprises in 
great, unknown Jarre pieces: 1989’s Prancer ), but 
the new Royal Festival Hall is enjoyable too. with 
themes and suites from Grand Priv, Witness (the 
orchestral transcription of "Building the Barn"), 
The Man Who Would Be King f Villa Rides/, The Year 
of Living Dangerously, The Tin Drum* Is Paris 
Burning? and Lawrence of Arabia. I asked around 
and was told these performances were somewhat 
erratic Well I liked them Villa Rides! is exciting 
and the Asian-ringed Year of Living Dangerously is 
meditative and interesting, with o tides mane not 
solos by Cynthia Millar. 

The album features a world premiere recording: 
Janes 20-minute Concerto for Electronic Valve 
Instrument (EVl inventor Nyle Steiner, soloist). 
From Lime to time film composers have tried to 
write concert pieces; Jarre, whose music tends to 
stand alone anyway (or not, if you hate it), creates 
an enjoyable work by writing what he knows. The 
first half (“Creation' and “Evolution") is the most 
successful, a dreamy, melodically open work based 
on the phrygian mode, l found this enchanting, 
exactly what I hope for in a concert work by a film 
composer: something that takes aspects of his style 
and translates them to a longer form. The linking 
cadenzas and solos are by the EVl, a wind-con¬ 
trolled synthesizer whose sound is noticeably elec¬ 
tronic but crisp, capable of a variety of textures 
and ranges. The third movement, “Pollution*" is 
more percussive, and features an amusing charac¬ 
terization of noise pollution a la rock and rap— 
except this 73 year-old French composer's grumpy 
impression of hip-hop sounds like orchestral 
breakdancing. The fourth movement (“Libera¬ 
tion") is more in the vein of Jarre’s film music, 
dropping the focused reflection of ihe opening for 
a more typically straight-ahead waltz. 

I am always interested in Jarre's new music. This 
fine new album may not be the best disc for a 
newcomer, bui die-hard and even occasional fails 
should look into it. 



© Double Indemnity /The Killers/ 

The Lost Weekend 

MJKLOS R025A. 

Koch 3-7375-2-H1, 9 track s - 7120 

As a Double Indemnity fan (they forced me to 
watch it at college) l was looking forward to this 
new recording by James Sedares and the New 
Zealand Symphony Orchestra. I love the main 
title, and the Gerhaidl Classic Film Scores Rozsa 
disc only lias the briefest version of ihe transition 
music and ihe love theme, Alas, I realize this is a 
re recording, and I don't expect it to be in mono 
with scratchy sound, but what 1 remembered as 
dark, bleak and harsh in the film is here warm, fat 
and mush): as if the room is too big for the 
ensemble, or worse, the material. The suite is too 
long, too; it SLans with the title music, and then 
proceeds in no discemable order for 26 minutes. 

The same can be said of The Ijosi ttfeeteraf. It 
would make sense that Rozsa never drank (see 
Tony Thomas's article, p. 17) since his idea of 
intoxication is more gothic honor than anything 
I've associated with the stuff—st does not help that 
the there min has since been associated with 
cheesy sci-fi, (My favorite drunk scenes and music 
are in Martin Scoiseses Mean Streets.) The scenes 
of alcoholic delirium in The Last Weekend were 
laughed at until Rozsa Is music was added t but l 
fear today the music would get an even bigger 
laugh. Tins goes to show how one benefit to the 
constant presence of TV in our society is that peo¬ 
ple have grown slightly more sophisticated when 
it comes to watching movies. As Randy Newman 
told a director afraid ihe audience wouldn’t get a 
particular joke, people are pretty goddamn stupid, 
but theie's one thing they’re really good at, and 
that’s watching movies. On disc, the Lost Weekend 
suite is enjoyable as vintage R6zsa, and the 
theremin playing by Tarnra Fine is excellent, but 
like Double Indemnity it goes on too long. 

The Killers is the most successful suite on the 
album, with ihe most variety and die shortest run¬ 
ning time. The Dragnet-inspiring "Main Title' 
leads to the beautifully reflective “Prison Stars,' 1 
and ihe out-of-control “Exit ihe Killers," where the 
Dragnet-sting interrupts a boogie-woogie piano. 

i took a class in film noir my first semester at 
Amherst College, and would jump in joy when the 
upcoming screening was a Rtizsa film. These pic¬ 
tures are fascinating, but outside of Rdzsaso many 
of their scores sound the same. Double Indemnify is 
ihe landmark for what Rozsa could do for a film 
noir; see Royal Brown's discussion ol it in his book. 
Overtones and Undertones (University of California 
Press, 1994). So it is disappointing that I don't like 
this album more—Rozsa’s Background to Violence 
suite on Varese’s Lust for Ufe CD is just as noir but 
much more varied. In the films, these scores are 
broken up by stretches of silence, and married 
with the strong sexual and dramatic undercurrents 
of the visuals—not so on album, where Rdzsa’s 
emphasis of motives and psychological sellings, 
instead of action and physical ones, leads to a sym¬ 
phony oi monotony. (But it's still great,) * 
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REVIEW COLUMN 

Jeff Bond Succumbs to Lucas film’s 
Marketing Gimmick 


A nd you thought you were sick of Star 
Trek. If I see that damned Taco Bell Star 
.Wars commercial one more time... 
Fortunately for my dignity l didn't make Lukas's 
foolish mistake of swearing I’d never write anoth¬ 
er thing about Star Wats. As it happens. I’ve bare¬ 
ly written anything on it: but, as a crotchety geezer 
who was actually able to drive (barely) when Star 
Wars was released, 1 feel it my duty to clarify exact¬ 
ly what was so amazing about the movie when it 
first appeared, and why it was such a success. 

It was actually the laser beams. In order to put 
Star Wars into perspective, you have to under¬ 
stand what nerdy science fiction fans like myself 
had been treated to over the years. The previous 
years genre fare, both deemed worthy of special 
effects Oscars, were Dino De Laurentiiss King Kong 
(which couldn't even afford to shoot two different 
scenes of a guy in an ape suit smashing a model 
helicopter) and Lagan's Run, an epic study of mall 
rats in the far future: special effects in this saga 
consisted largely of a gigantic, Jetsons-style HO 
train set. 

In previous science fiction films, laser beams 
were a very big deal. Characters armed with laser 
pistols normally would announce their intention 
to lire these devices with all the ceremony of a 
Presidential inauguration. They would then stand 
rock-still, point their weapon and squint their eyes 
while the animated beam occupied the center of 
the screen, This was usually followed by polite 
applause, in The Angry Red Planet, an astronaut 
actually gives his laser rifle a female name and 
seems to carry on a ful Tilling emotional relation¬ 
ship with it. So in Star Wars when stonntroopers 
start spraying laser beams around like uzi fire, the 


effect was stunning. Fd never seen so many laser 
beams In a film These were characters who were 
completely unimpressed by their own technology. 

The theater that was showing the film lay only 
a few blocks from my parents’ house, so I would 
stroll down and watch It with a screaming audi¬ 
ence at least once a week. 1 believe l got in 15 to 
20 vie 1 wings over the course of the summer (on at 
least one occasion 1 watched two consecutive 
screenings in one evening with a friend of mine), 
and added a few more during the movies re- 
release and subsequent showings at the university 
I attended in the early ‘80s Then there was cable, 


home video, the seemingly bi-annual screenings 
on the USA Network and Sci Fi Channel... I’ve lost 
track of how many times Fve seen the thing 
So like any God-fearing American, I bought my 
ticket in advance January 31st, and stood in line 
and saw Star Wars: Special Edition with another 
screaming audience, 
many of whom had 
not existed when the 
film was originally 
released. 

George Lucas's tin¬ 
kering with his clas¬ 
sic original space 
fantasy has been 
treated as everything 
from a shrewd mar¬ 
keting gimmick to 
the end of civiliza¬ 
tion, but the fact is 
therek nothing any¬ 
one can do about it 
now, and the act of 
retooling Star Wars 
has allowed for the 
preservation and clean-up of the original film ele¬ 
ments. To Lucas’s credit, liek left the film largely 
intact, and as far as Fm concerned the additions 
ranged from amusing to spine-tingling in their 
effectiveness. Particularly stunning is a sweeping 
crane shot of Mos Eisley; the Millennium Falcon 
leaping crazily out of Docking Bay 94; a 180- 
degree pan of the Rebel fighter fleet journeying for 
the attack on the Death Star; and the climactic 
scene of the last remaining fighters and the Falcon 
arcing away from the battle station before it 

explodes. 
Theres also 
a great 
tweaking of 
one of the 
original 

films jokes as Han Solo runs after some 
stonntroopers only to encounter reinforcements; 
in the Special Edition, he blunders into a hangar 
bay filled with about a hundred troopers 

Not only are new elements added to many of 
the film's original shots, but the framing of other 
shots has been altered in remarkable ways: new 
footage of stonntroopers riding lizard-like dew- 
backs through the desen pans into the previously 
seen shot of a couple of stonntroopers standing 
next to ArtOO and Three pin’s abandoned escape 
pod; similarly, a daylight shot of Artoo in the box 
canyon is now revealed in a downward pan as tak¬ 


ing place beneath a sky at twilight Some of these 
shots do change Lucass original documentary- 
style footage into more Spielberg-type moments, 
but so much of the film is unaltered that the 
changes don’t compromise the original vision. 

What surprised me the most were the things 
that weren't changed. The lightsaber effects still 
have the same low-tech look derived from the 
ingenious technique of reflecting light off of rods; 
Ben Kenobi’s lightsaber still flickers out in the duel 
with Darth Vader when Alec Guinness points his 
rod at too oblique an angle to the camera. Only a 
couple of shots have been modified in the cantina 
sequence, a scene Lucas has griped about for 
years. The explosions on the surface of the Death 


Star still have that sparkly, out-of-scale firecracker 
look, but the planetary explosions have been 
tweaked to awe-inspiring dimensions. 

Although it’s debatable whether the changes 
actually help the movie (the added Jabba scene, 
while amusing, is redundant given the previous 
sequence with Greedo), their appeal is undeni¬ 
able: if you love the Star Wars universe, you natu¬ 
rally want to see more of it. The only truly ill- 
advised change was the altering of the Greedo 
scene in which the bounty hunter fires before Han 
shoots him from under the table, The shot is ridicu¬ 
lous (Greedos gun blast looks about as deadly as a 
Spitball), U eradicates an interesting edge to the 
Solo character, and it all occurs so quickly that 
there’s no chance for it to register dramatically; it’s 
simply a moment of clumsy confusion. 

T he reissue of the film has been a boon to 
soundtrack collectors in the form of RCAs 
radically remastered and resequenced 
soundtrack album (09026-68747-2, disc one: 13 
trades, 57:35; disc two: 11 trades, 48:16), which 
includes every note or the score, assembled in 
chronological order Itsjohn Williams’s first truly 
epic work and will always be the yardstick by 
which overblown Hollywood orchestral scores are 
measured, from the rich, martial bombast of its 
opening titles to its unforgettable character 


Lisa Simpson: "This is a rather shameless promotion!" 
Bart Simpson: "Worked on me!" 

Lisa Simpson: "Me too!" 
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melodies and motifs. The sound alone would be 
reason enough to purchase this new release, which 
has such bite you can practically see the resin dust 
rising off the bridges of the double basses. But 
there's also plenty of previously unreleased music: 
the jaunty flute and woodwind piece that plays as 
Three pi o and Artoo walk with Luke Skywalker 
into the moisture farms 1 garage 1 '; the intervening 
music in the sand people cue as Luke checks out 


the banthas with his macrobinoculars; the deli¬ 
ciously low, moody bassoon rendition of the 
Imperial theme as Obi-Wan explains to Luke how 
his father died: the sneaking pizzicato that follows 
the storm-trooper theme just before the 
Millennium Falcon blasts out of Mos Eisley; and 
Williams’s brazen use of Bernard Herrmann’s 
"madness" theme from Psycho as Luke T Han, 
Chewie and Obi-Wan emerge from beneath the 
Falcon’s floorboards. 

A fascinating bonus is Williams^ melancholy 
original take on the binary sunset scene, which 
emphasizes Luke’s feelings of depression and the 
awesome spectacle of the twin sunset: the repeat¬ 
ing four-note horn motif is a musical premonition 
of the Dies Irae-like blast of horns that sounds as 
Luke stands over tire burning ruins of the Lais 
homestead later in the film. Following 2:45 of 
silence after this track, and not mentioned on the 


exterior packaging, is an archive of all five record¬ 
ed takes of the main title, complete with Hubs and 
slates, that provides a fascinating glimpse at the 
tweaks made to this famous music, particularly in 
its opening. 

For me, the killer was hearing the “Standing By” 
cue, for the Rebels launching their fighters from 
the moon of Yavin, segue into the Death Star bat¬ 
tle music, something I’ve waited for 20 years to 


music still gets my pulse racing after two decades, 
and it may be the most exciting musical cue ever 
written for a motion picture (for me it at least tops 
Prokofiev's overly comic ' Battle on the Ice" from 
Alexander Nevsky). Compare Williams’s appLoach 
to the climactic Star battle to David Arnold’s 
confounding scoring of the dogfights in 
Independence Day: the ID4 music can*t be bothered 
to stick with a motif or a melody for more than six 
or seven seconds, leaving the listener with nothing 
to hang onto. Williams, on the other hand, trusts 
his material and knows that simplicity is the best 
way to avoid competing with the sound effects: 
one of the most exciting passages is a straightfor¬ 
ward presentation of the composer s theme for Ben 
Kenobi (possibly the finest melody Williams ever 
wrote) against some percussive undercurrents 
from the orchestra. The final trench am gains 
incredible tension from the repetition of a few 


rhythmic motifs played against Luke’s heroic 
theme, culminating in the hammering, Holst-like 
brass hits that mirror the Star Destroyer music 
heard at the beginning of the film, bookending the 
story's action 

Critic Royal S. Brown has correctly pointed out 
that this score instigated a giant step backwards in 
tenris of the inventiveness of the orchestral score: 
to this day, science fiction and adventure films 
tend to feature a large-scale romantic orchestral 
score. But lhar can be said about the films that fol¬ 
lowed Star Wars as a whole: the de riguer happy 
endings emotionally adolescent heroes and black- 
hat villains that peopled Star Wan are here to this 
day. But there's no doubt that Williams’s score was 
fundamentally appropriate for the film, and was 
one of the keys to its success with audiences. 

A s for The Empire Strikes Back,., in the grand 
scheme of thing?, making this film may 
have been George Lucas’s biggest mis¬ 
take. If Empire hadn’t been so incredibly good, 
people might not have noticed how incredibly had 
Return of the Jcdi was. Lucas is going to disappoint 
a lot of filmgoers if he can t produce something at 
least as good as Empire with his prequel movies. 

Where Star Wan was almost like an Errol Flynn 
Rdm Hood movie in terms of tone, Empire was the 
Apocalypse Now of space epics, opening with a 
thunderingly graphic and grimly realized battle, 
and journeying upriver through the swamps of 
Dagobah into the dark regions of Luke Skywalker’s 
soul. Although it made the least amount of money 
of the Star Wats movies (truly a relative measure¬ 
ment), its reputation has strengthened since its 
1980 release, and it is now generally regarded as 
the best of the series. Irvin Kershner, a low-profile 
veteran director primarily known for "personal’’ 
films, showed an unexpected and powerful com¬ 
mand of the epic canvas, intensifying both the 
action and character threads of the first movie. 

The result is one of the most intense and relent¬ 
lessly paced sci-fi adventures ever, and the first 
film fully to embrace the high-octane, rapid-fire 
thrill-machine aesthetic that has been the goal of 
every would-be summer blockbuster since. Yet 
given that evil legacy, it’s astonishing how textured 
and subtle much of Empire now seems compared 
to the paper-thin, Pavlovian plotlines of today's 
thrillers. Pundits seem mystified by the staggering 
success of Lucas^ recycled space epics, but its not 
that difficult to understand: they’re just better 
movies than people are used to seeing today 
Empire required less digital tinkering than Star 
Wars, but the additions to Bespiris Cloud City are 
spectacular, and add remarkably to the scope and 
reality of those sequences. 

It does seem that every SW Special Edition will 
feature at least one egregious insult to the audi¬ 
ences intelligence, however. In Empire's case, it’s a 
series of completely pointless shots that conde¬ 
scendingly explain exactly what Darth Vader 
meant when he said “Bring my shuttle'’ in the orig¬ 
inal cut. New footage of Vader traveling—every 



hear properly presented on a CD. I think Williams 
immodestly described the "Last Battle” track on 
the original Star Wars album as “some rather excit¬ 
ing battle music." Talk about understatement. This 
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step of the way—brutalizes the pacing of the final 
escape from Bespin, and destroys the kinetic 
rhythms of John Williams^ "Hypcrspacc’ cue. To 
whoever complained to George Lucas that they 
couldn't understand how Vader got back to his 
own Star Destroyer at the enc! of this sequence, I 
sincerely hope you re satisfied. 

Williams originally scored Empire wall-to-wall, 
and RG% Special Edition soundtrack release 
(09026-68747-2, disc one; 11 tracks, 62:43; disc 
two: 12 tracks, 61:44) allows fans i a sample the 
complete score for the first time, featuring every¬ 
thing from the space-worm music unheard since 
the original Poly dor single CD, to never-be fore- 
released cues like Williams’s music for the 
unscored probe-droid destruction; his first take on 
the Imperial fleet music; the drilling flutes and 
throbbing, urgent low strings that accompany 
Lukes hallucinogenic sighting of Ben Kenobi on 
the surface of Moth and Han Solo's frantic attempts 
to revive the frostbitten young Jcdi; the atmos¬ 
pheric oboe melody that plays as Luke and Aitoo 
set up camp on Da go bah; and [he thrilling setting 
of Lukes theme over busy woodwinds as he flies 
his X-wing from the swamp planet to Bespin, With 
over two hours of music, there arc plenty of other 
rescued tidbits scattered throughout the lengthy 
cues, and the stupendous fidelity makes even the 
cues weVe long since memorized sound like we’re 
hearing them for the first time. Since Empire is the 
dark middle act of the trilogy, Williams's agitated 
and complex action music tends to swallow up the 
more lyrical material, including the sweeping 
theme for Han and Lei a and the gorgeous theme 
for Yoda, which could easily have been adapted as 
a Broadway love song. The complete presentation 
allows the quiet moments in the score to have a lit¬ 
tle more equal footing. 

I i would be small of me to dump on Return of 
the Jedi now that Sri-Fi Universe has done such 
a good job of it in their "50 Reasons Why We 
Hate Return of the J ed\" issue (February 1997), 
Suffice it to say that in its determination to end the 
saga on a happy, triumphant note, jcdi callously 
discards every interesting element of its predeces¬ 
sor and surrenders the final conllict of the series to 


gizmos Dr. McCoy used to make Spook walk 
around in "5pock T s Brain." Meanwhile, Han Solo is 
now a blundering goofball, Luke is deep in dull 
zenjedi mode, Darth Vader doesn’t choke even 
one person.,, the only character who shows any life 
in Jcdi is the evil Emperor: he kicks ass 1 can’t wait 
to see what they do lo him in the prequds... 

jcdi is probably the least augmented of the 
Special Edition releases, as if Lucas realized thaL 
nothing short of morphing every Ewok into a 
Wookice could have saved the film—or, more pes¬ 
simistically, that he already figured out how to ruin 
it the first lime. Extending the insufferable "Lapti 
Nek* dance number into the lengthier "jedi 
Rocks 1 proved slightly less annoying than I’d 
expected; Lucas’s salute to literal-minded audience 
members this time is showing us what happened 
to the green dancing girl Oona after she falls 
through Jabba’s trap door. We know w hat hap- 
$>ened to her, already! The climactic "Victory 
Celebration 11 shots arc awe-inspiring, but go by 
awfully fast, and 1 found it strange that they 
occurred so early in this sequence, which meant 
that the)' were underscored by the more heavily 
ethnic, percussive sections of Williams newly writ¬ 
ten music. The only addition that captured some 
of the old magic for me was a terrific shot of a ban- 
tha herd in the desert before Jabba’s sail barge 
comes into view; its an indication of how much 
epic scope Lucas and his digital artists can puL into 
future films... lets just hope Jedi isn't the blueprint 
for the director's future storytelling ambitions. 

Like the movie itself, John Williams’s score to 
Re J urn of the Jedi represents the weakest turn of the 
series. Something must have happened to the 
great composer before he did this film, because 
jedi shows little of the dramatic power and show- 
stopping action complexity of the previous films. 
The first big action cue, the sail barge figlu, is a 
dumping ground of left-over material from Sf<ar 
Ware, cobbled together after Lucas quite rightly 
rejected Williams’s low-key and distinctly unmem- 
orable original take on the sequence. 

The composer is consistently hobbled by the 
piecemeal nature of the films action sequences, 
which rarely sustain themselves, constantly cut¬ 
ting back and forth to different scenes; the lack of 


we re watching the same battle from that film all 
over again. In the meantime, Williams’s overly pre¬ 
cious, Komgoldesquc Ewoks music points up the 
extent to which the silly forest battle undermines 
the drama inherent in the Rebels’ final conflict 
with the Empire. 

N evertheless, it seems impossible for a 
composer of Williams’s talent to produce 
a completely bad score, and Jedi has 
more than its share of great moments. The sail 
barge cue is rescued at the last minute by a bril¬ 
liantly ebullient fanfare (echoed at the films cli¬ 
mactic destruction of the second DeaLh Star), and 
Williams builds tremendous excite mem by the 
repetition of a jaunty six-note military motif that 
builds through the orchestra as die Rebel Heel 
engages the Empire in "Into the Trap." One of my 
favorite pieces of previously unreleased material is 
the chattering trumpet motif for the first shot of 
the Rebel fleet, and the regal, surging military 
theme that plays under the briefing scene on the 
Mon Calamari spaceship. The triumph of the film, 
both dramatically and musically is Lukes crazed 
attack on Darth Vader, with Wit harms sublime 
tonal blend of chorus and orchestra bringing a 
spine-chilling pseudo-religious feeling to the 
sequence. The composers newly written "Victory 
Celebration * has some of that same simple, direct 
fed; you can t help but get into it. But there’s some¬ 
thing strangely PC-gone-berserk about the idea of 
this world-music anthem underscoring the 
implied unification of an entire galaxy as if our 
own public radio stations had been chosen to 
select music intended to represent countless com¬ 
pletely alien cultures. 

Although some of the new material is fascinat¬ 
ing (and Michael Maiessinok every-last-bit 
sequencing of this score is amazing, given its 
piecemeal, episodic structure), Jedi on disc cant 
compare to the pleasures offered by the first two 
Special Edition albums (09026-68748-2, disc one; 
15 tracks, 73:16; disc two: 12 tracks, 74:47), If 
you love the movie, you may enjoy being led by 
the hand through the film’s chronological struc¬ 
ture, but you rapidly become aware just how 
much of this music is playing under dialogue, try- 


Pundits seem mystified by the success of Lucas's recycled space epics, but it's not that 
difficult to understand: they're just better movies than people are used to seeing today. 


a bunch of poorly realized teddy bears. Who’s the 
Other? "Oh, that’s your sister, Leia,” Yoda? Dead 
guy. Boba Feu? Burp! Luke/Leia/Han romance tri¬ 
angle? “Oh, that’s your sister, LeiaT One of the 
keys to the disintegration of the series is in the 
lobotomizing of the Leia character: in Weirs 
she’s a leisty broad who thinks her rescuers are a 
couple of well-meaning idiots, In Empire she’s 
reduced to a hand-wringing love interest, jedf sets 
the tone early by sticking her in an iron bikini and 
placing a leash around her neck; for all her emot¬ 
ing, they might as well have installed one of those 


locus leaves Williams without the use of many of 
his central themes. The Star Wars Death Star bat¬ 
tle was dearly Luke’s story, with Ben Kcnobis 
theme laying the groundwork as the battle for 
Obi-Wans ideals is joined, and Luke’s heroic 
theme eventually emerging out or the action mate¬ 
rial as the youth finds the inner strength necessary 
to complete his mission. The sprawling final bat¬ 
tles of jedi do have a goal, bm precious little dra¬ 
matic focus: the space battle music consequently 
falls back rather mcaninglcssiy on the original Star 
Ware cues, which only serves to emphasize that 


ing to keep up the illusion that events of dramatic 
importance are transpiring 

Mention should be made of the Special Edition 
CDs’ classy packaging, with their super-deluxe, 
beautifully printed hardcover booklets and slip¬ 
covers, although the gaudy laser-etched CDs 
themselves fly in the face of the muted, dignified 
approach to the rest of the package, l wish the 
photo quality in the jedi booklet was a little better, 
the incorporation of the newly written music 
seems to have squeezed Lhe album’s production 
Lime, but it’s still a great-looking collectible. 
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hinos long-awaited please of the com- 
fl^P pleie score to Poltergeist (Rhino R2 72725, 
H^A.13 tracks, 68:12), Jerry Goldsmith's 
spectacular ghost epic from 1982, is a boon to Tans 
of Goldsmith and film music in general. 

Assembled by the Star Wars Trilogy team of Nick 
Redman and Michael Maicssino from the original 
masters, the CD opens with the national anthem 
as it plays over the television set that is soon to be 
Carol Anne hirelings doorway into the spiritual 
realm: it's a blow-by-blow, chronological recre¬ 
ation of the original soundtrack, from the eerie, 
almost mournful opening woodwind theme that 
plays beneath Carol Annek in trial conversation 
with the "TV People” (and later surfaces with bub¬ 
bling malevolence at the beginning of Twisted 
Abduction") to the final, all-stops-pulled-out 
Escape from Suburbia,” 

Every note is here, and the added material lets 
the listener trace Goldsmith's motifs from their 
subtle introductions to the lull-on orchestral vio¬ 
lence with which most are eventually treated as 
the film's terror-quotient increases. The unused 
’The Tree” introduces a nervous, impressionistic 
figure in woodwinds that forms the basis for much 
of the more frenzied music later, but ihe standout 
addition is the agitated, deliciously malevolent 


The Clown, w with its spooky, delicate xylophones 
and mischievous woodwind figure, climaxing in a 
vinuOSO low-end piano run as the Utile Freeling 
boy tries to throw some clothes over the hideous 
face of his toy clown (a big pal on the hick to the 
parental instincts that produced that gift). Almost 
as fun is "They’re Here,” with its snarling solo 
trombone heralding ihe invasion of the Fred mg 
house by evil spirits. 


Another new highlight is the “It Knows What 
Scares You” cue that precedes the pseudo-religious 
churnings of "Rebirth, ' as Zelda Ruhensteiirs psy¬ 
chic verbally maps out the territory of the other 
side with llie help of Goldsmith's music. The 
VGer-Uke spectral chords and the five-note, 
supernatural “love theme” perfectly describe the 
gorgeous wonder of the unknown, while the hor¬ 
ribly low, rumbling textures underscore Ruben- 
stein^ description of The BeasL.” 

What's remarkable is that these ideas are never 
physically presented on-screen (and when 
PNtergdst 11 attempted to do so, the results were 
laughably prosaic): Goldsmith’s music character¬ 
ises these vital plot elements almost singlehartded- 
l>; creating a terrifyingly organic unseen world. 
The dark, eight-note piano figure that slithers out 
of the low-end of the keys as the characters begin 
to rig the house's mtcrdimcnsional trapdoors with 
ropes is like some portentous knocking from the 
other side; the blend of eerie polyional strings and 
voices that follows, leading to a percussive reshuf¬ 
fling of the piano motif mixed with flutes as 
Rubenstein prepares to open the bedroom door is 
one of the most suspenseful moments in honor 
movie history Goldsmith’s music is like quicksand 
sliding out from under your feet, dragging you 
into ihe setting against your will 

Poltergeist is a superb sampler of Goldsmith 
techniques, ranging from the pastoral, Disney esque 
business of the opening "Neighborhood' cue to 
some of the most brutal attack ostinatos in the 
composer’s repertory Along the way there arc styl¬ 
istic influences of everything from Star Trek; The 
Motion Picture, with its undulating V Ger chords, 
to the bass slide 
whistle of F/anct of 
the Apes, The cues 
from the original LP 
are classic show¬ 
pieces: ihe hair-rais¬ 
ing "Night Visitor,” 
with its eerily 
sireiched-oui, super¬ 
natural waltz herald¬ 
ing a flight of lumi¬ 
nescent gliosis de¬ 
scending the Freeling 
houses central stair¬ 
case; "Twisted 
Abduction," with its 
dynamic, jagged 
brass fanfare and 
spine-chilling choral 
work; and the hellish assaults that arc "Night of 
the Beast' 1 and Escape from Suburbia 11 —all of 
these are augmented by previously unreleased 
material, giving the score a scope and complexity 
only bin led at before. 

So what's not to love? Well, some worthies on 
the Internet were confused and frightened by the 
production notes' description of the original 
recording as "analog,” when the original LP boast¬ 
ed that it was a "d:gual recording/' [I haven’t been 


able to discover the details behind this, but con¬ 
sider this stunning logic: the original LFwasin fact 
analog, because all LPs are analog! -LK] From all 
accounts the producers worked from the best 
available multi-track sources* and those happened 
to be analog. Other complaints included the pres¬ 
ence of noise made by the musicians in the quieter 
passages (translation: the rccoiding is loo good!) 
and that the new release isn't exactly like the LP 
(i.e., there's more music! Helpl It’s too complete!). 
Children of the Internet: For this you shall drink 
bitter waters. 

O ne of the movies unexpectedly buried 
alive by the Star Ware juggernaut was 
Roger Donaldsons Dante's Peak, the first 
of 1997s dueling volcano movies. James Newton 
Howard associate John Frizzell got his big break 
with this picture after working on the epic Beavis 
and Ruff-Head movie, but evidently he couldn't be 
trusted to write his own theme, so Howard is cred¬ 
ited with that end of the creative process, Howard's 
contribution is somewhat in the mode of his 
Fugitive theme., kind of like if Harrison Ford had 
the implied might and threat of a digitally-ren¬ 
dered killer volcano. 

Since the main-title cue on the Varese Sarabande 
CD (VSD-5793, 10 tracks, 30:00) is over five min¬ 
utes in length, this leads to a little conceptual con¬ 
fusion as to who did what. After the introduction 
of the Fugitive-type melody the cue rumbles on 
with a lot of angry stomping and bellowing that 
put me so much in mind ol an old Japanese mon¬ 
ster movie that it made me realize that this is 
exact!)' what movies like Twista; Independence Day 
and Volcano are: Godzilla movies without Godzilla 
(until Roland Emmerich and Dean Devlin actual I y 
release Godzilla, that is). As Americans we crave 
the destruction of buildings and miniature tanks, 
but we cant handle the mind-blowing cultural 
phenomenon that is Godzilla, so we have to mask 
him behind CGI tornado special effects. That's my 
theory, anyway. 

Alter watching Twister i swore never again to 
pay money to watch actors try to interact with 
meteorological or geological effects* so I gave 
Ocinick Peak a miss (although dial Volcano movie 
with Tommy Lee Jones looks too good to pass up). 
But John Frizzells music rarely seems like any¬ 
thing more than a well-ore best rated and |ier- 
formed action score. I'm a sucker for the kind of 
Goldsmith-inspired driving ostinato approach of 
cues like "Trapped in the Crater,* but most of this 
sounds so much like Flic Fugitive that l begin to 
wonder what the value of letting a John Frizzell 
oni on his own really is. Is America's appetite for 
Janies Newton Howard action scores so ravenous 
that we need two James Newton l towards? [No, 
but movie studios' appetites arc. -LK] 

Scoring these kinds of pictures is doubly diffi¬ 
cult because there is rarely any central idea that a 
composer can get his teeth into. The biggest con¬ 
ceit is to characterize the volcano, which results in 
some mildly dissonant suspense cues but rarely 
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any genuinely imaginative orchestral effects. The 
exceptions are the “Sinking on Acid Lake' 1 and 
“Stuck in the Lava 1 ’ cues (other inspiring titles 
include “Escaping the Burning House/ "Trapped 
in the Crater" and "Faking Horrified Reactions to 
the CGL Effects 11 ) which are entertainingly agitated, 
with a lot of frenzied, low-end piano and howling 
trombone slurs. The whole thing wraps up with 
an all-out celebration of Americana called "The 
Rescue/ that might have been wriLten for some¬ 
thing genuinely moving, but you know it just 
underscores the protagonists final hug as they're 
airlifted away from the CGI lava flows. This is the 
problem disaster movies have always had: they're 
about victims, not heroes, and watching someone 
endure and survive isn't as interesting as watching 
someone in an active role. In a monster movie 
someone can slay the dragon, but you can! kill a 
tornado or a volcano, you can only run away 

F irst there were movies based on novels and 
stage plays, then movies based on other 
movies, and finally movies based on old TV 
shows. Now we take the next stop down on the 
evolutionary ladder to one based on a controver¬ 
sial series of bubble-gum cards 
Tim Burton's Wars Affatksl is virtually D O.A. 
despite a wonderful title sequence of thousands of 
silver flying saucers heading toward Earth; the 
problem is not the funny CGI Martians, who do 
supply around 30 minutes of entertainment—it’s 
Burtons human characters, who make the first 45 
minutes of the movie so flat, dull and desperate 
that the Martian onslaught barely nudged me out 
of the funk Vd fallen into. Apart from Sarah Jessica 
Parkers flirtatious fashion reporter and Pierce 
Brosnans startling resemblance to Fred 
Mac Murray there isn’t a single funny' moment 
supplied by this stellar cast—they're less amusing 
than the overpaid inhabitants of any Irwin Allen 
movie, and despite everyone's atti¬ 
tude-copping there’s no satiric point 
to their characters. 

The thought process seems to 
have ended with "We’ll get Jack 
Nicholson to play the President!" Big 
deal Why is that funny? The cast is 
left adrift in a comic purgatory forev¬ 
er winding themselves up to deliver 
punchlines that never arrive. And 
that makes the l tchy-and-Scratchy 
splatter humor of the invading 
Martians pointless, too. The human 
characters arc flat and annoying, but the)' haven! 
been satirically skewered enough for us to delight 
in their comeuppance at the hands of the alien 
invaders. Congress is destroyed before our eyes; 
well chats hilarious because we all hate Congress, 
right? But what’s so funny and despicable about 
this fictional Congress that will make us laugh 
when they get fried? It’s not the element of sur¬ 
prise, because anyone who watches TV has seen 
the Martians destroy Congress around a hundred 
times in the movie's ad campaign. 


Burton's visual genius is still in evidence : thcre^ 
a sequence of a Martian robot chasing a pickup 
truck down a dark country road that’s a Chuck 
Jones cartoon come to terrifying, three-dimension¬ 
al life, and the Martian performers themselves are 
hilariously malicious, particularly when one of 
their flying saucers takes care to adjust the trajec¬ 
tory of a stricken Washington Monument so that 
it will Tall on a troupe of fleeing hoy scouts Burton 
brings a surreal creepiness to scenes of his girl¬ 
friend as an outrageously buxom Martian dis¬ 
guised under the ultimate beehive hairdo, and the 
director’s macabre playfulness reaches sublime 
heights when he stages a romantic encounter 
between two decapitated heads. But these gems 
come along awfully late in the narrative; apart 
from the interruption of a Tom Jones stage show, 
every scene in Las Vegas (accounting for roughly 
half the film's length) could have been trashed: 
Nicholson, Danny DeVito and Annette Benning 
have never contributed less to a film. And 
Nicholson's President is another complete waste of 
time; this actor has gone from Mr. Hip to a pro¬ 
found on-screen liability in record time. 

Ditto Rod Steiger in a pathetic attempt to recap¬ 
ture the magjc of George C Scott's brilliant Buck 
Turgidson character from Dr Sirangelove. It takes 
some major balls to invite comparisons to what 
might be the greatest screen satire of all time, and 
you’d damned well be funny if you’re going lq 
attempt it. 

As for Danny Elfmarvs score, it shams with the 
special effects the honor being the only elements 
in the movie that work. His title theme is a bril¬ 
liantly single-minded march, kind of a “March of 
the Psychotic Tin Soldiers/ but the album 
(Atlantic 82992-2, 19 tracks, 46:54) focuses on 
the Manian threat, excising a lot of Elfmaris inge¬ 
niously dizzy patriotic riffs to the point that the 
whole thing winds up getting monotonous, much 


like the film's endless destruction sequences. 
Elfman's more serious-minded scores have been so 
convincing of late that it’s almost disappointing 
hearing him return to the old playful strangeness 
of Tim Burtons world. His score is perfect for the 
movie, and his trademark choral effects dunng the 
initial “First Contact" scene with tire Martians 
evokes a kind of Gumby-likc optimistic trust that 
1 don't think anyone else could have conjured up 
Mars Attacks! is as well-crafted and ingenious as 
anything else Elfman has written, and it continues 


to amaze me that this composer (who has proba¬ 
bly done more to preserve the integrity of the 
orchestral score than anyone else working right 
now) still receives so little respect from his peers. 
To this day some old-guard composers still don! 
believe he writes his own music, and an Oscar 
nomination might be nice one of these days. For 
my money, Mission: Impossible was the best score of 
last year, action movie or no. 

V arese Sarabandefe companion piece to the 
interesting Alien Trilogy album is the even 
more ambitious Romeo and Juliet (Cliff 
Eidelman, conductor. Royal Scottish National 
Orchestra, V5D-5752, 13 tracks, 69:52), a 
groundbreaking collection of music from stage 
and film Shakespeare adapations. This gathers 
some of the usual wonderful subjects (William 
Walton's sublime opening to Oliviefs fiemy V and 
Patrick Doyle’s almost equally thrilling St. Crispin’s 
Day cue from Kenneth Branaugh's version of same; 
Doyle’s exultant opening to Much Ado Ahouf 
Nothing ; a previously unheard cue from Nino 
Rota's sweetly romantic Romeo and Juliet; the heavy' 
tread of Rozsa's grim funeral march for Julius 
Caesar), and couples them with some fascinating 
world-premiere recordings of Alex North stage 
compositions for Goriolanus and Richard JJJ (which 
employs a fanfare later used in 5partocus> and 
opens similarly to the composers Strauss-inspired 
title from 2001), Walton's imposing prelude to 
Richard 111; Shostakovich's take on Hamlet, which 
combines a satirically energetic dance with some 
surprisingly tough and exciting dueling music: 
and Prokofiev’s sprightly and delicate characteriza¬ 
tion of the young Juliet from Romeo and Juliet , 
along with his swaggering antagonistic theme for 
the feuding Montagues and Gapulets. 

Collectors might think that this is supposed to 
be good for them, but this is a hell of a lot more 


full-blooded and melodically rich than any current 
score album you're going to buy. The sound and 
the performance by the Royal Scottish National 
Orchestra (a group of players I think we're all 
going to become very attached to in the next year 
or so) is superb and expressive; Cliff Eidelmans 
conducting is right on the money. 

Continuing a fascinating innovation begun with 
Joel McNcely's Shadows of the Empire CD, Varese 
commissioned Eidelman to compose a 16-minute 
tone poem for The Tempest that's one of the album's 



VoL 2, No. 3 * May 1997 


Film Score Monthly 


35 



highlights Classically developed bui with a loi of but Fierce Creatures works by just creating an over- 
thc immediacy and dramatic power you expect all, good-natured ambiance and allowing the com- 
from a film score, Eidel man's work has some of edy to work on its own (although according to 
that enchanted feeling of Ravel that Goldsmith most reviews of the movie, maybe Goldsmith 
evoked in his Legend score, and there s even a hint should have written some funny music). It's 
of Tltc Blue Max in the resolution of his central always a bad sign when it takes two directors to 
twelve-note theme. The piece is developed with a finish a movie (although at least Fierce Creatures 
kinetic scherzo and some expansive and powerful didn't call on Alan Smithee to finish the film); A 
brass material for the wizard Prospero, and the Fish Called Wanda was directed with remarkable 
whole thing is enough to make me wish verve by Ealing comedy veteran Charles Crichton, 
Hollywood composers would just quit writing who was in his 90s when he made the movie, 
music for all these idiotic movies and take on pro- Although I admire Fred Schepisis loyalty to 
jecis like this where they have more than Lhree Goldsmith. I wish he'd make a good movie for the 
weeks to come up with some music, and can write composer to score someday; so far Six Degrees of 
about something with a little more lasting mean- Separation has been their masterwork 
ing than CGI tornadoes, Considering their stingy approach to nevv- 

movie soundtrack length, Varese’s lavish treatment 
of Joe Lo Ducas Xenc: Warrior Princess television 
music (VSD-5750, 30 tracks, 65:56) is surprising* 
[While the show is scored here in the States, 1 can 
only assume it is done non-union, and hence not 

Nereides 


~T TT hrM-r? ven the siren call 

of Jamie Lee 

couldn't get me into the 
HEhUb theater to watch Fierce 

WpyWl n:.n.K> Creatures (Varese Sara- 

II'** V bande VSD-5792, 13 

-- tracks, 29:23) but l did 

enjoy this pleasant, low-key little album. Its prob¬ 
ably Jerry Goldsmiths most engaging jazz-oriem- 
ed score, coming off as something akin to Vince 
Guar aid is charming old Charlie brown television 
soundtracks with an ambling, droll, low piano 


subject to re-Use tees, 
music was unsatisfying film-score junk food, way 
too dependent on its various action/fantasy score 
inspirations, from Polcdouriss Conan to 
Rosenthals Gosh of ihe Titans, just about anything 
by Homer, Herrmanns Harry hausen scores, you 
name it The best pan of the album was Lo Ducas 
rousing ethnic treatment of Hercules and the 
Amazon Women,” and Xena quite appropriately 
mines that vein thoroughly 

It’s no surprise why Xena has begun to eclipse 
Hercules in popularity: Xena simply kicks 
Hercules* ass’ As a formerly evil character who’s 
turned to the side of good, she has hr more lee¬ 
way for behavior than Hercules, who's just a 
completely nice gpy who happens to be half- 
god. Lucy Lawless can also act circles around 
Hercules 1 Kevin Sorlso (and she was hilarious 
playing three mles in an episode Iasi winter); 
her character has a no-nonsense vigilante streak 
that seems to inspire much better work from Lo 
Duca than I lercules doc: 


I lis Xena title theme 

■S?lraMjnBjB JtX action sequences while hinting at the depth of 

vRF^S^Ih ' Xena's psychological scars when played in 

repose with smooth horns or low strings. 

| more adeptly than its predecessor). Lo Ducas 
treatment of the shows various monsters and 
motif that strolls through many sequences, The demons hews more closely to the frenetic horror- 
e fleet also recalls Goldsmiths ancient documen- movie orchestrations of his Evil Dead scores than 
tary score "General with the Cockeyed I D., 11 the derivative riffs of the Hercules TV movie scores 
blending a tongue-in-cheek chamber ensemble (although "The Oracle" begins to stray into 
with gently pulsing pastoral cues Goldsmith has Bernard 1 lernnann territory for a bit), and there’s 
had a tendency lo write "funny 11 music in many of quite a bit of enjoyable sound and fury; broken up 
the comedies he's done, which often makes these here and there by some peculiar pop-orieiued eth- 


paiiicular scores less enjoyable as pure lisiening, nic/primilive songs and dances Lo Ducas occa¬ 


sional use of electronics (which probably account 
for a much higher percentage of the scoring than 
is represented here) can sound cheesy with synth s 
bleating out melodies that would have been just its 
well played by oboes or clarinets. But Lo Ducas 
orchestral effects are up to movie quality in most 
of the bigger action and dramatic cues, making 
this nearly the equal of some of the better film 
scores of the past year (which admittedly isn’t say¬ 
ing much). 

W hat to say about the new set of 
Television's Greatest Kits, except that 
executive producer Steve Gottlieb 
deserves some kind of award (and probably has 
already gotten one) for putting together these 
length), exhaustive, hilarious and scarifyingly nos¬ 
talgic collections. Without further ado: 

Volume 4, Black &: White Classics (TVT 
1600-2, 65 tracks, 66:21) was the most frighten¬ 
ing journey of them all, reaching deeply into a 
childhood past I didn’t realize 1 remembered so 
well. Although some of the cartoon themes have 
already been presented on Rhinos Hanna-Barbcra 
collections, chilling ancestral memories like the 
pre-Kevin Sorbo Mighty Hercules song ("Softness in 
his eyes/iron in his ihighs/Hes the mighty, 
Hercules!''), the theme to Art Clokey’s surreal 
Cumby show and the Don Adams-voiced Tennessee 
Tuxedo animated adventures forced me to stop and 
catch my breath more than once. Equally soul- 
shaking were the afternoon sitcom reruns like 
Make Room for Daddy Hazel and The Real McCoys, 
plus the hysterical Beach Boys number for Karen 
("She sets her hair with great precislori/lis her 
favorite indoor sport 11 ) and the terrifyingly sad, 
whistled theme to lassie. Then there's the pre- 
Michael Eisner propaganda sing-along for With 
Disney's llhndei/iJ World of Cohn; and the oft-per¬ 
verted lyrics to the 1954 Davy Gncbrif, King of [he 
Wild homier 

At tfits point most of televisions westerns were 
represented by utterly ridiculous songs, including 
the hilariously pious salute to 7 lie Life and Legend 
of Wyatt Earp, The Lawman (“The long man came 
will s his son/ There was a job to be done"), 26 Men 
("26 men who saddled up to answer duty's calk”), 
Cult 45 (“There was a gun that ruled the West/ 
There was a man among the best”), and so on— 
these all sound exactly the same, but they're so 
silk - that the)- offer guaranteed laughs and make 
the poke-along instrumental theme to Gunsmofee 
sound like something BartOk might have written. 
Big-tune film composers get represented by Jerry 
Goldsmiths Lyrical pomp-and-circumstance theme 
to Dr. Kildare, the glittering patriotism of Richard 
Rodgers's Victory at Sea, Victor Youngs silky piano- 
arid-strings theme to Medic, John Williams 1 high- 
tension Checkmate theme, George Dunings 
Tight/up d P Homy Mancinis familiar, swinging Mr 
Lucky and Elmer Bernstein's Jrfumy Staccato, jazz 
musicians weigh in frequently, from Pete Rugolo’s 
driving Fugitive theme and Duke Ellingtons 
Asphdt jungle to Count Basies Police SquacMnspir- 
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ing M Sqttcid; standouts include Nelson Riddle’s 
doom-laden The Urclouchobks and Hcrsehd Burke 
Gil be ns hilariously campy Surfer !s Law. 

Volume 5, In Living Color (TVT 1700-2, 65 
tracks, 68:10) features a bevy of shows I can actu¬ 
ally consciously recall from my childhood and 
teenaged years, from Barry Grays British Invasion 
takeoff themes for the sci-fi puppet shows Stingray 
and HiunderbJrdsto numerous Hanna-Barbera car¬ 
toons (including the immortal, revved-up 
Swpcidticfeen theme by Sheldon Allman and Sian 
Worth), right into the completely bizarre, hallu¬ 
cinogenic world of Sid and Marty Krolft. whose 
shows often required several minutes for their 
theme songs to set up the bizarre premises for 
sugar-hyped kiddies every week. The sitcom 
themes for this era ate a lot catchier, from Dave 
Grusin’s charming TTte G/iust and Mrs. Muir to 
Dominic Frontiere’s frothy Tfec Flying Nun and 
Frank DeVol’s sugary harpsichord theme to Family 
Affair, which musically assured viewers each week 
that their minds would not lx unnecessarily taxed 
by the approaching family comedy The song 
“Seattle" from Here Come die Brides played one 
year with lyrics by Ernie Sheldon sung by the New 
Establishment, although the other season just fea¬ 
tured i he underlying music by Hugo 
Montenegro... I guess the New Establishment 
must have asked for more money. 

For the novelty-minded there are game show 
themes galore, from The Dating Game to Lets Make 
a Deal plus morose afternoon soap themes that go 
a long way towards explaining soaring rales of 
alcoholism among housewives in the ’60s. A real 
forgouen treasure is the theme to the obscure 
Sfeippy, flic Bash Kangaroo scries, an Aussie import 
that predated Paul Hogan by over a decade. Some 
of the best themes come from the 60s westerns, 
which shook of! the annoying song titles of the 
'50s for some beautiful melodies like David Roses 
The High Cftapturd, Geoigc Dun mg's moving 71k 
Big Vfrlfey, Maurice Jarre's kick-ass theme to 
Cimarron Sfrip (which accompanied a great heli¬ 
copter shot of Stuart Whitman galloping along a 
western trail every week) and Ennio Morriconek 
characteristic Hie Men from Shiloh. Detective series 
concentrate on ihc offbeat, with Dave Gmsins 
swaggering It Takes a Thief, Panick Williams's 
quirky theme to Bill Rixbyk short-lived The 
Magician, Morton Stevens's Police Woman and John 
C Parkers precursor to John Williams's Jabba the 
Hun theme, the mba-scluick title piece to William 
Conrad’s oldest detective show Cannon. 

One of the great thrills of this collection for me 
was Alexander Courages dynamic and involving 
theme to the old Carl Betz lawyer show Judd for the 
Defense: this is the First TV theme I can remember 
getting hooked on as a kid, and long after the 
show bit the dust I still found this theme running 
around in my head. Film composer usual suspects 
here include Goldsmith’s rock-influenced Police 
Stoty theme and Dave Grusins arrangement of 
Goldsmith's “Man from UNCLE" the me for the 
Stephanie Powers vehicle 7 fee Girl /rum UNCLE t 


albeit missing the harpsichord. The res also Jerry 
Fielding’s fascinatingly lyrical, unpredictable 
opening piece from The Bionic Woman, and from 
the Irwin Allen stable. John Williams’s themes to 
Dmd of (fee Giants and the first season of Lost in 
Space. Other genre favorites include Oliver Nelson’s 
timpani driven theme lor Hie Six Million Dollar 
Man, Gil Me He’s kaleidoscopic theme to Rod 
Selling's Nigfef Gallery and bis driving theme to 
Kolchak: The Night Staffed which was actually lift¬ 
ed from the composer’s score to Gene Rod den- 
berry’s Questor pilot so star Darren McGavin could 
whistle the melody over the opening credits. Plus 
you get the Olympic Fanfare, and Masterpiece 
Theatre, as well as classic 60s pop crap like Rowan 
and Martin5 Laugh-fri. Happening 68 and lom 
Jones’s Tts Not Unusual" song (featured in Mars 
Attack;/) from bis This h 7dm Jones variety show. 

Volume 6, Remote Control (TVT 1800-2, 65 
tracks, 74:33) was the least rewarding for me per* 
serially as it languished in the laigclv hideous 
decade of the '80s. with tons and tons of lousy 
annoying sitcom themes to horrendous shows like 
Fish; What's Happening?, Different Strokes, Mr 
Belvedere, Glowing Pains, Charles in Charge, Silver 
Spoons, Webster; Who’s the Boss, 227, Mark and 
Mtndy the list goes on and on, However, my wife 
found this CD a godsend for exactly the same rea¬ 
sons, because these are the reruns she grew up on. 
For soundtrack fans, the attractions are ha 
Newborn's Police Squad) theme, Laurence 
Rosenthals gushing Fantasy Lkmd music, Bill 
Conti's faux-sophisticated themes lor Fa Lon Cresf 
and The CoJfrys (the rich family made of cheese’), 
Joe Burnell's Incpccfih/e Huffe theme, Dennis 
McCarthy's driving V: The Series, Ron Grainers 
classic, wailing Moog theme to Dr. Who and 
Gerald Frieds great theme to die Roots miniseries. 
The res also Vangeliss hypnotic “Heaven and Hell" 
from Carl Sagans Cosmos senes, while fans of irony 
will probably dig the theme to The Benny Hill Show, 
The Peoples Court, Family Feud, Lifestyles of die Pith 
a fid Famous, Highway to Heaven, BJ. and the Beat; 
CHiPs and Knight Rider 

Volume 7, Cable Ready (TAG’ 1900-2, 65 
tracks, 72:03) stalls out promisingly with the 
theme from The Simpsons and Ren and Srimpy, 
sinks into a morass of kid die-show themes from 
Clarissa Explains U AW to Barney and Friends, Where 
in the Hell Is Carmen Sandiego? and Saved by the 
Bell, stumbles even farther with sitcoms like Major 
Dad, My Two Dads; Blossom, Empty Nest and Family 
Matters (to name but a few), then redeems itself 
with the ultimate TV theme, fts Gurry Shaft dlingk 
Show. ("We re almost at the panAVhene l begin to 
whistle/How do you like the theme to Gariy's 
show?”) Most of the current television offerings are 
here, and it was nice to have Jay Gruskas chipper 
theme to Lois and Clark and the seminal HBO 
Feature Presentation anthem; too bad the David 
Lcucrman theme has to be the watered-down ver¬ 
sion currently playing on his CBS show. There are 
a lot of popular tunes contained here: Rosea me. 
Fresh Prince of Bel-Ait; Scin/dd, MadAixm Ton. T he 


Single Guv (which owes a big debt to Alan 
Silvestris Soapdish), MuipJiv Brown, Wings r 
Thirtysomeffemg, My So-Called Life, 90210, Melrose 
Place (my prayers have been answered!), Quantum 
Leap, etc. The one non-soundtrack oriented piece 
[ was happy to have was the Kids in the Hall theme 
by Shadowy Men from a Shadowy Planet. I’ve also 
always liked Stewart Copland's Equaliser theme, 
which he stubbornly refused to reproduce accu¬ 


rately on his Equalizer album of a few years ago. 
There’s also Dave Kurtz and Ken Johnson’s Alien 
Nation theme, but a lot of material like that. Star 
Trek: The Next Generation, Twin Peaks, Tales from the 
Crypt, etc. arc available on other albums. Still. Fm 
blaming the "90s, not TVT Records. 

S ilva Screen once again raises the specter of 
the Orchestra of Prague with three new 
jumbo, gen re-oriented collections which 
are designed to capitalize on current television 
shows... but in one case the sands of lime have 
buried the primary tie-in The first set is The Cult 
fries (Silva Screen SSD 1066, disc one: 20 tracks. 
63:30; disc two: 14 tracks, 56:10), two CDs of re¬ 
recorded television themes from various genre 
shows and, oddly, a lot of cop and detective show 
themes left over from SiWs Atomic Era TV' Lhemes 
album. Although title pieces from shows like The 
X- Files* Star Trek, The Avengers and The Sdirtf cer¬ 
tainly fill the bill, the definition of "cull show” gets 
stretched a bit when we begin to encounter things 
like Quincy Jones’s theme to Ironside. Although I’d 
like to have the wheelchair concession at an 
ironside convent ion. somehow I don't think the 
old Raymond Bun priv ate-eye series has generat¬ 
ed that much of a fan following. This album has 
the same problem the Atomic TV Themes CD had: 
namely that after arranging a perfectly adequate 
reproduction of the original television themes, the 
producers felt it necessary to pad these tunes out 
to an extra minute or so with some improvision¬ 
al riffing that just sucks them of their tight, kinet¬ 
ic power. 1 realize that in many cases these pieces 
were extended by their original composers, but its 
very rare when one of these themes stands up to 
extended development. Usually its just like 
improv night at your local jazz dub. Jn particular. 
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Mark Snow’s X* Files theme wears out its welcome 
at three and a half minutes, At the other end of the 
spectrum is Ron Grainers Prisoner theme, which 
cleverly incorporates the show’s opening and end¬ 
ing theme pieces with its signature Tm still in the 
Village 1 music that opened every episode. Of the 
cues that seem more unique to this collection, 
Edwin Astley's The Saint (newly brutalized by the 
Val Kilmer vehicle), Dudley Simpsons Blafies 



Sc vert, Laurie Johnsons The Avengers, Dennis 
McCarthy's V; The Scries and John Debneys 
seaQuest DSV come off best. 

As Ibr Space and Beyond (Silva Screen SSD 1 
disc one: 19 tracks. 74:41, disc two: 19 tracks, 
64:14), if that title sounds familiar, you might 
expect to find some of Shirley Walker^ tremen¬ 
dous scoring of Fox's defunct Space: Above and 
Beyond show within this 2CD set. particularly 
since the graphic look of the packaging is designed 
to reflect that series, hut apparently some kind of 
scheduling snafu postponed the recording of any 
of Walkers music until the next album in this 
series, leaving Spaa 1 and Beyond as a cross between 
Telarcs 30th Anniversary Star Trek CD (complete 
with sound effects) and a slightly more interesting 
than usual sci-fi compilation, with suites and 
themes from Horners Apollo 13 and Cocoon, Bill 
Conti’s Hie Right SiuJjT, Barry's The Black Hole, 
Henry Marian is Ufeforce, Bernsteins Heavy Meta/, 
Maurice Jarre's Enemy Mine, Williams^ Close 
Encounters and Empire St tikes Bach, etc. 

Although much of the material is hard to fmd T 
there isn't all that much that’s not available on CD T 
and Nic Raine s take on some of these pieces (par¬ 
ticularly Enemy Mine and Heavy Metal) is so far 
removed from the original versions that they're 
hardly a substitute for the real thing. One of the 
exceptions is Rained take on The Black Hole, John 
Barry's peculiar but sometimes majestic space- 
opera score: Raines long association with the com¬ 
poser gives him a kg up on treatments of Barry's 
music (as his two Barry compilations Tor Silva 
demonstrate), and since this score has never been 
available on CD, the lengthy well-played suite is 
almost welcome Unfortunately, it focuses on not 
one but two renditions of Barry’s faux-Sttzr Wars 
march for the movie, which to me is just this side 
of laughable given Disney's horrendous attempt to 
glom onto some of Lucasfilm’s box-office magic 
On the commercially unreleased-music side, a def¬ 
inite highlight is Chris Youngs end tilie music for 
Species, a hypnotic, well-performed piece that 
unfortunately chooses as its inspiration the 
Aquarium music from Saint-Saens's “Carnival of 
the Animals, ” which has almost overtaken Orff's 
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“Q Foriunaff as the most over-referenced classical 
piece in film and television music, 

(rnema Choral Classics (S1LKD 6015, 14 tracks, 
71:33) at least offers a coherent selection of music 
dominated by choir (in this case the Crouch End 
Festival Chorus). Typically the mot e agLtated at id 
energetic the music, the less convincingly it comes 
across: the mind-numbingly over-invoked “O 
Fomina!" from Carmfna Burma, jeny Goldsmith’s 
furious 'Never Surrender” (“Arthur's Farewell* on 
the original Fii^t Knight album), Basil Poledouris's 
“Riders of Doom'’ from Conan the Barbarian, for 
example. However, MiklOs Rozsa’s gorgeous set¬ 
ting of The Lords Prayer from King of Kings, 
Barry's jusL-a-Hule-bil-on-the-pretentious-side 
employment of a choral take on Samuel Barberfc 
Adagio for Strings for The Scarier Letter and an all- 
loo-brief suite of his wonderful score for The Lion 
irc Winter sound just fine. The exception that 
proves the rule is a well-done take on Goldsmith's 
Oscar-winning music from The Omen. 

Another nice inclusion is Maurice J a ire’s beauti¬ 
ful opening to the miniseries Jesus of Nazareth, 
sporting one cT the composer’s most memorable 
themes, tunic Morricone’s admittedly lovely 
music to Roland joffe's The Mission has always suf¬ 
fered in my view from its unfortunate connection 
lo lhe abysmal 111m for which it was written, one 
of the first and most ham-handed shots in the 
Hollywood PC-onslaught that was wildly over¬ 
praised at the time of its release (and it’s no sur¬ 
prise that the geniuses behind The Mission eventu¬ 
ally revealed their tine stripes with the bathetic 
The Scarlet Letter), Rounding oui the album is 
Mario Nascimbenes dreamily goofy theme for The 
Vikings (which my wife pointed out sounds just 
like the music to the old commercials for the 
Slinky- toy), and Patrick Doyle's “Non Nobis 
Dmnine' bom Henry V 

T his years typically endless Academy Awards 
ceremony was rendered somewhat less 
annoying by the heavy presence of inde¬ 
pendents in the running Although it was tiresome 
watching almost every award go to ihe beautifully 
made but just-a-tad-boring period epic The English 
Pattern r it was worth it to see the Coen brothers 
and Frances McDormand accepting statuettes for 
Fargo, and Billy Bob Thornton picking up a 
screen writing Oscar for Sling Blade: these were the 
two best and most original movies I saw last year. 
The coolest moment was watching Rachel 
Portman become the first woman to win an Oscar 
for writing a movie score. 1 had written off this 
Best Comedy or Musical Score category as the 
annual Alan Menken Award, but Penmans win for 
Emma was a welcome and complete surprise 
(although given the Academy’s “Period Film = 
Quality" stance, maybe it shouldn’t have been), 
Gabriel Ya red’s win for Ike English Patient was 
an inevitability, however* and while it’s a highly 
effective work in the film and sometimes quite 
beautiful, its not the most memorable movie 
music I heard last year., but maybe that's because 


commercial film genres are now apparently only 
allowed to be nominated for technical awards like 
sound-effects editing and visual effects. The most 
effective score of 1990 was Danny Elfmnns music 
to Mission: Impossible. When was the last time an 
action score got nominated for an Oscar? fThe 
Fugitive, 1993. -LK] There was a time when scores 
like Philippe Sardek Tess (the kind of high-profile 
(period piece preferred by Academy voters) could 
share the spotlight with commercial action works 
like Goldsmith's The Boys from Brazil or Williams^ 
Superman, Even hot rot and suspense scores like 
Jaws and The Omen could actually win Oscars. 

A good case in point was Jerry Goldsmith’s The 
Ghost and the Darkness, a musical work that rose 
handsomely above its monster-movie origins,,. I 
have to wonder whether Goldsmith's imaginative 
use of sound in his score didn’t contribute lo the 
movie's Oscar win for Sound Effects Editing And 
Carter Burwdfs Fargo surely deserved at least a 
nomination—maybe voters couldn't figure out 
which arbitrary categoiy to put it in. 

The Oscar show’s producers continue to 
demonstrate their belief that attendees and televi¬ 
sion audiences will eagerly sit still for anything as 
long as it has nothing to do with movies or movie¬ 
making. Apart from the usual song-and-dance 
production numbers (relics of the bygone movie 
mus:cals that at e only made in cartoon form these 
days), the nadir of this philosophy was a salute to 
film editing in which montages of famous film 
scenes were obscured by a hoofing troupe or Irish 
River Dancers, Feel free to make your own associ¬ 
ations By far the biggest waste of the show’s eons- 
long running time was the performances of Oscar- 
nominated songs from such cinematic classics as 
One Fine Day (the worst Oscar-nominated film 
since Tke Towering Infento), The Mirror Has Two 
faces, Evrifl and Up Close and Pei'stiHaf. Is it a coin¬ 
cidence that none of these movies (with the excep¬ 
tion of Evita's nominations for art direction and 
costuming) were seen in to receive any nomina¬ 
tions save for their hit songs? 

Although 1 have no great love for Andrew Lloyd 
Webbers Evita, I’ll at least grant it that its Oscar- 
winning song, “You Must Jjove Me,” was actually 
sung in the film before the final credits rolled, and 
thus was the most deserving (if not the most pleas¬ 
ant to listen to) of any song in this category. But 
since it was written specifically for the movie (and 
expressly for the purpose, it can be assumed, of 
giving Webber a shoi at the Oscar), you can hard¬ 
ly say that it was integral to the opera's story 

Us probably too much to ask that movie studios 
stop littering their film’s end credits with sound¬ 
track-album-pad ding song£, but do wc have to 
pretend that these are integral parts of the movies 
and thus deserving of awards? It’s like giving 
Emmy awards to the commercials that play during 
television shows; we might as well start giving out 
Academy Awards for Best Product Placement * 


Look for Jejf Baud’s column* “The B<>nd Market 
Report ” in Sci-Fi Universe magazme. 
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Re veil (The Crow); Goldsmith In 
concert; in-depth reviews; The 
Magnify ru Seven and idimdferij list: 
Instant Liner Notes, book reviews. 

#46/47, June/July 1994 

Bat rick Duyk, James Newton 
Howard (IVyatt Euip). John Motrin 
(restoring Hans isaitcr). Tribute to 
Henry Mantini; overview: Michael 
Nyman scores, collectible CDs 

#4fi, August 1994 

Mark. Manana (5pe«U; Chuck 
Grino & Peter Rater; Richard Kraft: 
adWce for aspiring film composers; 
classical music in films: new CAM 
CDs, Cinerama LPs; bestselling 
soundtrack CDs. 

#49, September 1994 

Hans Zimmer (The Lion King), 
Shirley Walker. Laurence Rosenthal 
or, die Vineyard; Haris Salter in 
memonam; domical music in films; 
| dm williams in conceit; 
Record man at the Ilea market, 

#50, October 1994 

Alan Sihestn (Fomsl Gump), Mark 
I sham; sex and soundtrack sales; 
Lalo Schifrm in concert: linnio 
Morriconc Bent CDs; that wacky 
Internet; Recordman on liner notes. 


Peter Robinson (Ufo Given's New 
N^umere), Lukash mom; music of 
Heimat, Star Trek; promo?. 

#52, December 1994 

Eric Serra, Marc ShaUnan Ran I, 
Sandy De Crescent (music contrac¬ 
tor), Valencia Film Music Con¬ 
ference, SPFM Conference Par I . 
SiatGale finer notes, Sho$iakoholics 
Anonymous 

#53/54, January/February 1995 

Marc Shaiman Part 2, Dennis 
McCarthy (5 <op Turk]; Sergio 
Bassetli, Jean-Gaudc Petit atid 
Armando Trovajoli in Valencia; 
Music and the Academy Awards Part 
1; rumored LPs, quadraphonic IPs. 

#55/56, Mcrth/April 1995 

Basil Poledouris (The Jungle Bcofe), 
Alan Silvesiri (The Quick ojiJ the 
Dead), Joe LoDuca (Evfl Dead), 
Oscar and Music Pari 2, 
fteeordmans Diary. SPFM Con 
Report Pan 2. 

#57, May 1995 

Jerry Goldsmith in concert, Bruce 
Broughton on Youaig ShctWt 
Hoftnes, Milts Goodman inter- 
viewed, 1994 Readers Poll, StarTpr#. 

#58, June 1995 

Michael Kasnen (Disc HciPtf), Royal S. 
Brown (film music critic). 


Sex Sells Too (sexy LP covers, lots of 
photos), Maurice Jarre interviewed, 
Mikity ROzsa Remembered, History 
of Soundtrack Collecting Part 2, film 
music m concert pro and con. 

#61, September 1995 

Elliot Goldendial (Bortidu Fomyr), 
Michael Kuuicii Part 2. Chris 
l ennertz (new composer), Star Trek: 
The Mcxioit Picture (analysis), classi¬ 
cal music for soundtrack fans. 

#62, October 1995 

Daftly EZIfnuut Pa it l, John Oilman 
(The LKitrtl Suspects). Robert 
Townson (Varese Sarabande), Top 
Ten Most Influential Scores > 
Goldsmith documentary revie wed- 
163, November 1995 
James Bond Issue! John Barry and 
James Bond (history/overview), Enc 
Scm on Golden Eye, essay, favorites, 
more. Also: History’ of Collecting 3, 
Davy Crocket! LPs, 

#64, December 1995 

Danny Elfman Pari 2 (bigt) L Steve 
Banck (nrchcstraior), Recordman 
Metis Shalt: The Blaxploilalien 
Soundtracks, Michael Kamen Pan 3. 
re*re cording Ffninse ofFranhensrerti. 

#65/66/67, Jonuury/February/ 
March 1996, 48 pages 

Thomas Newman, Tom Takemitsu, 


l 95, film music documentary 

reviews (Herrmann, Delerne, 

Takemitsu, Hollywood Sound 1 *). 

#68, April 1996 

David Shires The Trito^ oj Petimm 
One Two Three; Garter Bur well 

(Faijo), gag obituaries, Apollo J3 

piOffltiribootkg tit>si, 

#69, May 1996 

Music in Pfau 9 Jnm Outer Space: 
John Walsh's funny movie musk 
glossary; Hcmnaon and Rrizsa radio 
programs; Irwin Allen box set 
review; John Benders "Into the Dark 
Poor column. 

#70, June 1996 

Mark Mancina (Twister), final desert 
island movie fists, Jeff Bonds sum¬ 
mer movie column, TV's Biggest Hits 
book review. 

#71, July 1996 

David Arnold (independence Day), 
Michel Coknnhicr, Recordman Goes 
to Congress. Jeff Bonds summer 
movie column. 

#72, August 1996 
Ten Best Scores of '90s. Thomas 
Newiuank The Httvcr, Bccipc front 
LA r conductor John Mauceri. refer¬ 
ence books, Akira Ifukube CDs, 
#73, September 1996 
Recordman on War Film 


(Varese), Richard Kraft and 
Redman Part 1. John Beal Pri 
reviews of CAM CDs: coll 
interest articles, classic cor¬ 
ner, fantasy film scores of 
Elmer Bcmstcui. 

#38, Oft, T993,16 pages 

John Debrtey (sroQuaf D5V0. 
Richard Kraft and Nick 
Redman Pan 2. 

#39, Nov, 1993, 16 pages 

Ridiand KraEi and Nick 
Redman Part 3, Fox CDs. 
Night met nr Before Ot ristmcs 
and Bride of Frankenstein 
review spotlights. 

#40, Dec 1993,16 pages 

Richard KrafL and Nick 
Redman -4; Re-recording The 
Magn fiiem Seven lor Koch. 

ff41 /45/43, J<m./fcb./ 
March 1994,48 pages 

Elliot Goldemhel, James 
Newlon How ard, Kituro and 
Randy Miller (Hotfvcn & 
Eattli). Radid Pomrtan, Ken 
Dariw; Star Ufant irivia/cnc 
sheets; sex) album covera; 
westerns; 1D93 in review. 

#44, April 1994 

Joci Me Ned y. Basil Pok- 
douris (On Dradiy Cmund), 
SPFM Momconc tribute 
report and phoKs; lots of 


Nick #51, November 1994 

art 2: Howard Shore (Ed Ubad> f Thomas 
fee LO r Newman ficJein km), J, 


Recordman Lovra Annette, HistOiy Star Tick, Ten Influential 

of Soundtrack Collecting Part l Composers; Philip Glass, Heitor 

#59/&0, July/Aug. 199J, 4fi pp. Villa-Lobos, song^ in film, best of 


Yes, i warn lo order some back issues I have circled (he magazines that l want below: 

30/31 32 33 34 35 35/37 38 39 40 41/42/43 44 45 46/47 48 

49 50 51 52 53/54 55/56 57 58 59/60 61 62 63 64 65/66/67 

68 69 70 71 72 73 74 75 76 V.2, N.l V.2, N.2 Index for issues 23-73 

1993 (#30-40) 1994 (#41-52) 1995 (#53-64) 1996 (#65-76) 

I’m enclosing $3.50 lor a single issue, $3.00 each for two or more, $2.50 for six or 
more, or S2.00 each for twelve or more; or, S18 each for the whole-year deals: 


City/ Stole/ Zip 


Intemotianal orders pleose include tin odditionul $3.00 'or shipping. U S. lunik only. H onks! 


Film Store Monthly, 5967 Chula Vista Way #7, Los Angeles CA 90068, USA 


rukracks port 1; Interview: 
id Schectcr: Monstrous Movie 
ic; Akira Ifukube CDs part 2 h 
Miles Goodman ohiiuiiiy 

#74, October 1996 

Action Scores in. the ^Os (big 
ituclligcTU article); Cinc- 
music Vb rtpotl (John Bany; 
7Jiou Jiping); Vic Muzy 
interviewed. 

#75, November 1996 

John Cinemusic lnier- 

view (very big); Recordman 
on war film soundtracks |wrt 
2, JdT Bond^ review column. 

#76, December 1996 

Interviews: Randy Edelrtun, 
Jtihrt Bany |Xtr, 2, % Oxxkr 
(Lcisf Mup: Standing); Andy 
Dursiris laserdisc column. 
Lukask review column. 

VoLZNoJ, Jan/Feb. 1997 

Irirst m new format! Star 
W-larts issue: John Williams 
intemew, Irehind the Special 
Edition CDs. commentary 
cue mnnuia/irivia, more. 
Also: Jeff Bond reviews, 

VoL % No. % Mar./Apr '97 
Alf Clausen: The Simpsons 
(big interview^ promotional 
CDs; Congress in Valencia; 
Readers Ifevll iyy& and 
Andys picks; into the Dark 
Pod Fan 2 by jolir Pender 
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OP SCI-FI 


The music from all of Irwin Alien s classic sci-fi television bits 
handsomely packaged in a deluxe six CD box set includes 
bonus CD containing casf interviews, main titie themes, 
radio spots , performances by Bill Mumy\ 
sound effects library and much more. 

QfttQiNAL TELEVISION S&UNQTRACkS ^ aWnax* 

FAWTA $Y — 7 

for :1RWIN alien " - 


Academy Award Winner Jerry 
Goldsmith s compelling score for 
the latest STAR TREK feature. 
Enahnced CD includes interviews 
with Goldsmith, Jonathan Frakes 
and Rick Berman! 


t \ 


jl vJ 7* fantasy 
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GNPBX 3009 - 6 CD Box Set 
Original Television Soundtracks 

THE FANTASY WORLDS OF IRWIN ALLEN 

LOST IN SPACE * VOYAGE TO THE BOTTOM OF THE SEA 
THE TIME TUNNEL * LAND OF THE GIANTS 
Music by John Williams, Jerry Goldsmith. Alexander Courage . 
George Diming and Joseph Multendore 

CDs also available individually, (except bonus disc} 

Also tv&fdblc on home video through GUP,Crescendo 

GNPV -QQtt - THE FANTASY WORLDS OF IRWIN ALLEN 

A two hour yfdoo documentary on the creator ol LOST IN SPACE and more* 
includes bonus footage not seen on Tv f 

LOST IN SPACE O Space Product**® At Hghts Reserved, 

VOYAGE TO Tl-lE BOTTOM OF THE SEA, THE TIME TUT^MEt. -r*i 
LAND OF THE Q:AHTS © I win AJhetf FroducStcrairnc; 

Twentieth Century Fex Fito ©srp-aiation A'! Rights Reserved 



Its 
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STAR TREK 

FUST CDNTACT 

h k rawsa man t Mi aaom 

GNPD 8052 CS CD 

Origin^ Morion Picture Soundtrack 

STAR TR€K® 
FIRST CONTACT' 

Music by Jerry Goldsmith 
Additional Music by Joel Goldsmith 
Enhanced materials compatible with 
both Windows and Macintosh formats 
WARNING: May not v/brk on all 
CD-Rom Drives. No Guarantees. 


fWiftkTtLim!! | 


OveoceKdo 


Includes all four television themes and 
previously unreleased music from: 
THE TROUBLE WITH TRIBBLES (TOS), 
HEART OF GLORY (TNG) r THE INNER 
LIGHT (TNG) r THE VISITOR (DBS) 
HEROES AND DEMONS (VOY) 


'isrmim 

" TTfl l ’¥ rTH AStiN’TSASAFY 5«OM 
■« __ 

, T t '1 ,i M 

- ■ ' -w 


GNPD 8053 CS CD 

TH E BEST OF 
STAR TR€K® 
30th Annivesary Special 

Enhanced CD inckKhs theatrical trailer 
from STAR TREK; FIRST CONTACT and 
official website pane teaser Compatible with 
both WINDOWS and Macintosh formats 

warning. May not work on all 
CD-Rom Drives. No Guarantees. 


—jftSrSat- 
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GNPBX 3006 

Sm TREK® CLASSIC 

3 CD BOX SET 

Vol. 1 ■ GNPD 8006 

The Cage 

Where No Men Hes Gone Before 

VoL £ - GNPD $025 

The Doomsday Machine, Amok Time 

Vol. 3 - GNPD 8030 

Shore Leave The Naked Time 


GNPBX 3007 

STAR TREK 3 : 

THE NEXT GENERATION" 

3 CD Box Set 

Vol. 1 ■ GNPD 8012 
Encounter At Farpoint 
VoLS-GNPD 3026 
The Best Of Both Worlds I & if 
Vol 3 - GNPD 3031 
Yesterday s Enterprise 
Unification l $ l! Hollow Pursuits 


GNPD 8051 CS'CD 
FANTASTIC 
TELEVISION 

Mux By tteH Norman. Fwd 
Vofm. JoefGoidsmto' John 
Oebnoy- Joe HamcJ and mOrO! 


GNPD 8040 CS'CD 
STAR TREK 
GENERATIONS 

MudcOyDerwi^MpC^hy 
kiCk/des Sound Effects Library 
ThO H soundtrack anxMxi the ivprild? 


GNPD 8041 CS'CD 

EMMY Winner 

STAR TREK 
VOYAGER 

Music By Jay Cmtt,w/ay 
Theme by Jerry GoasmAff 


Each Star Trek CD A vailabte Individually 


GNPD 3035 CD 

QUTLANQ 
CAPRICORN ONE 

Music by Jerry Goldsmith 






GNPDS037 CO 

MAD MAX BEYOND 
THUNDERDOME 

by Andrew PowcA 


GNPD 8012 CD 

LADYHAWKE 

.Music by Andmv Powoi! 
Produced and engineered by 
Aten Parsons 


Cassettes CDs 3-CD Box Sets 6-CD Box Sets CD singles Video Cassette 

$9.95 $16.95 $49.95 $89.95 $6.95 $24.95 


TH h S L £ 1997 Paiamouni Pictures., All flights Reserved, 

ST A ft TREK dnd related marks arc Trademarks Ql P^rgm^^nl Pictures, 

E-Mail GNP/Crescendo at mrgnp^s earth link,net 
for tree catalog of ait our releases! 


Pcst^ge: u&i.&pervnii 

Canada* 3.00 per u* 

Foi*gn-&.0Q per uftrt 

Pieese ^lk;w 4 - 8 week* Per (JelivtfC, 

Foreign wtecs send US funds orty 

Don't want V Cut magujw#? Wm Crtt* on any pt*n &P*P*r 


Postage and Shipping 
Total Amount Due 


Send check cr money order to: 

Film Score Monthly Dept G 

5967 Chula Vista Way #7 

Los Angeles, CA 90068 

Name 


A<Jdre$s 

City 

State Zip 

Phone # 

Wsa/Mastercard # 

Exp. 































